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CHAPTER I 
INTRODUCTION 
Justification 
General Statement of the Problem. Pianoforte 
music is the most universal, as well as the most demo-
cratic form of: tonal art. It may not, in its inter-
pretative effect, render the rich, drawn-out sigh of the 
violin, nor approach the thrill of the human voice; it 
cannot give the variety of tone and power of the modern 
orchestra, nor can it yield the thunder and roll of the 
organ. It is, however, superior to voice and violin in 
its provision both of melody and of concurrent harmonies; 
while, compared with the orchestra and organ, it can pro-
duce characteristic and distinctive effects of its own of 
the utmost delicacy, as well as interpret the most heroic 
moods. 
Ever since the sixteenth century, composers were 
attracted by the possibilities of combining several key-
board instruments. They also investigated the potentiali-
ties of employing more than one player at one keyboard 
instrument. Experiments and early attempts led to a signi-
ficant and brilliant literature in this field. 
Significance of the Problem. Keyboard music for 
more than one performer has experienced an elevation to 
considerable importance within the past decades. I~ has 
become definitely established as a significant art form. 
(The literature dealing with these works is very scanty}. 
Delimitations. The limited scope of this document 
has made it imperative to exclude the works written during 
the late nineteenth, and the twentieth centuries. 
Specific Statement of the Problem. It is the pur-
pose of this document to deal with the technical evolution 
of tbe early keyboard instruments, the composers for these 
instruments and the development of keyboard style, with 
special emphasis on the development of the piano duo. 
Sources of Data. The main source was the music 
itself; whenever available, first editions were used. In 
addition to the music, books and articles were referred to. 
The Evolution of Keyboard Instruments 
In order to properly appreciate and understand the 
music of the seventeenth and eighteenth centuries it is 
essential to understand the .instruments of that time--
their limitations and their beauty. 
The earliest history of clavier-playing goes hand 
in hand with that of organ playing. Not until the beginning 
of the sixteenth century do the clavier performances of noted 
organists find special mention. At that time, the two chief 
species of claviers were already in existence. Their com-
pass, with the chromatic scale, embraced three octaves 
(A-a), and some times even four octaves (F-f), the succession 
of White and black keys being the same as at present. 
One of the early instruments to which the keyboard 
was applied was the monochord. As its name implies, it had 
only one string. This was stretched over the length of a 
board on which was marked the correct spacing of intervals. 
The monochord appears to have developed considerably after 
the tenth century. Following the use of several instruments 
played together for church music, more strings were added to 
a single instrument, and in some examples more than three or 
four were used. Finally about twenty keys were introduced, 
several keys dividing the same string at various intervals. 
The clavichord is the direct descendant of the mono-
chord. With the increase in the number of strings and the 
-':t'-
addition of a keyboard, the monochord became a clavichord, 
and no exact date can be assigned to the change. In fact, 
the term monochord was used for the instrument now known 
as the clavichord up to the end of the sixteenth century, 
and the two words were used interchangeably for many 
decades. 
One of the earliest clavichords known, dated 1547, 
employs tre tangent principle and is trapezoidal in shape 
like a spinet. The range is four octaves. Citron wood 
was used for the mtural keys, ebony for the black keys. 
The instrument was fretted, and the damper consisted of a 
narrow band of woven material glued to the hitchpin block. 
The strings in the early clavichords were all of 
equal length, and the scaling was brought about by a line 
of tangents attached to the keys. These were located to 
the left of the performer, and the three or more sound-
board bridges rested on the narrow belly to his right. 
The length of the scale precluded the possibility of tuning 
the clavichord very high. Shortly after the middle of the 
seventeenth century the use of the divided bridges on the 
belly was abandoned, giving way to the curved spinet-bridge 
the harp-shaped scale of the stringing; thus the old mono-
chord with equal-length strings and divided bridges passed 
into history. 
In spite of its size, the clavichord remained as 
the instrument of the artist rather than a vehicle of 
- -o-
musical bombast. Its greater flexibility made it especially 
well-adapted to the equal temperament tuning for which 
Johann Sebastian Bach had a decided preference. 
The larger, chromatic-scaled clavichords were built 
in Germany as recently as 1812. The instruments in general 
use (before their general manufacture ceased) were often 
over five feet in length, and their compass in some cases, 
was more than five octaves. As the piano began to gain 
ascendancy, clavichords were frequently converted into 
pianos. 
The usual three-cornered clavicembalo (Italian 
harpsichord) was known in England in its smaller form as 
the virginal or spinet. The latter, having one string 
only to each key, came into use shortly after the clavi-
chord, and it was in use side by side with it. Unlike the 
clavichord, its strings were plucked by quills, fastened 
to a wooden bar or "Jack." Its tone was clear and staccato. 
A legato was not possible, but in florid passages the ef-
fect was brilliant. From the larger harpsichords somewhat 
grandiose, although expressionless effects could be obtained. 
It was for the smaller virginal and for the spinet that the 
unique School· of English Elizabethan composers wrote their 
famous compositions~ 
The use of the term virginals became obsolete about 
the time of the Restoration in England; the spinet became 
the customary designation. The best known· English makers 
of that day were Harward, Keene, and Thomas and John 
Hitchcock. Tbe latter were responsible for many innova-
tions, including the unusual compass of five octaves. 
They dispensed with the ornamental sound holes, and 
decorated tre sharps, or raised keys with small strips 
of tre same rmterial as the naturals. 
The larger harpsichord, which usually had two, 
three, or more rarely, four strings to each note, was the 
"Grand Piano" of the sixteenth and seventeenth centuries, 
and was used as such in the orchestras of that time. In 
investigating the character of the harpsichord we must bear 
in mind that this instrument was in all respects exactly 
like the spinet or virginal, except that it had two or more 
strings to each note. On the harpsichord (unlike tre clavi-
chord) no expression could be made through touch alone. 
Contrast was obtained by addition of other effects (as in 
the case of the argan), or by change of keyboard. 
The swell effect, added during the eighteenth cen-
tury, was an advantage, but the tone, like the piano's and 
unlike the organ's, was transient. The harpsichord was 
made with double keyboards, and occasionally compositions 
were designed to take advantage of the crossing parts on 
two claviers (manuals). 
The first record of the invention of the pianoforte 
is from Count Maffei, who, in 1711 described a new cembalo 
J , 
brought forward by Cristofori. Instead of the usual 
arrangement for plucking the strings with quills, there 
was a row of small hammers for striking the strings . The 
new instrument also had tre power to play forte and piano--
which facility was absent from the usual harpsichord, 
though not from the clavichord. The early piano did not 
make much headway because of its J.a ck of power and its new 
style of touch, and it was not until 1767, fifty-six years 
afterwards, that Silbermann pianos became at all popular. 
Erard made his first piano in Paris in 1777, but 
the important "double escapement 11 action didnot appear 
until 1823. Previous to this, Americus Backers (c.l776) 
invented in London the English, or single escapement action 
which was perpetuated by Broadwood. It demanded higher 
finger movements from the player than the Erard, or later 
actions. 
The piano containing the light "Viennese 11 or 
Silbermaru1-Stein action, as adopted by Mozart in 1771, 
favored the easy and brilliant execution of the Viennese 
School of playing, founded by Czerny. 
A further step in the evolution of the piano was 
the invention of the cast-iron frame in 1820. Further, 
the "cross-stringing" was introduced by Babcock around 
1830, but was not generally adopted until 1855, when 
Steinway and Sons of New York gave it definite form; i.e., 
the arrangement of higher strings in form of a fan, 
spreading over the largest part of the soundboard, and 
with tre bass strings crossing them at a higher level. 
Modern attempts at improvement have been made mainly with 
regard to the keyboard. 
Hand in hand with the evolution of the keyboard 
instruments went the development of compositions written 
for them, their gradual changes in style, harmony and 
form. 
CHAPTER II 
THE PIONEERS 
Nothing can demonstrate the consolidation of an art 
form better than a comprehensive review of the historic 
course which it has followed. The parade of four centuries 
of' keyboard ensemble music implies so great a breadth of 
scope that the inquiry into trn past inevitably must indi-
cate the rounding out of a cultural evolution. 
The 11r.st works for the medium of keyboard-duet were 
written as early as the sixteenth century. During that time 
the virginal was very much in vogue with English musicians, 
while on the continent the harpsichord and the clavichord 
were the important keyboard instruments of the period. The 
short compass of those keyboards which rarely exceeded five 
octaves was ill-adapted to the association of two performers 
on the same instrument. This was probably the reason for 
the sma 11 amount of music of the kind in that period. 
It is with special interest that we turn to the 
examination of the quantity and the style of these early 
compositions. 
Early English Masters 
There were numerous leading English composers who 
wrote for the virginal, and a large repertoire for this 
instrument n_as been mnded down to the present. The vir-
ginalists must be credited primarily with the all-important 
contribution of developing a keyboard style suited to the 
harpsichord medium. 
The music for keyboard duets composed by at least 
three men has survived from this early period. Two of 
these duets are for four hands on one keyboard, and one is 
written for four hands on two keyboards. 
Nicholas Carlton {Carleton). He was an early six-
teenth century English romposer. While nothing at all is 
known about his life, his existing works consist of five 
compositions for keyboard instruments, including the duet. 
Although certain choral elements are to be found, there is 
in all of his compositions a predominance of sheer instru-
mental material, which leaves no doubt cone erning their 
instrumental nature. 
In the British Museum (Add. Ms . 29996, folio 196) 
there is a piece by Nicholas Carlton entitled A Verse for 
Two to~ on one Virginall or Organe. The indication 
that this piece was considered appropriate for either of 
the two instruments named has significant bearing upon 
questions of idiomatic style. The Carlton duet is the only 
"cantus firmusr• composition for which a medium of performance 
is designated--and here a choice of instruments is given. 
This would seem to show that there was no important idio-
matic distinction between writing for the English organ 
of that period on the one hand, and for tm virginals on the 
other. 
• . 
The second item of interest in the title is the 
use of the term "verse~' This generally designated an 
ecclesiastical composition to be performed on the organ 
between the verses of a plain chant me lody sung by the 
choir. 
The Carlton duet is a ttcantus firmus 11 piece. In 
this setting the 11 cantus firmus" has the metrical plan 
of one plainsong note to a measure. Each plainsong note 
is repeated: 
Plainsong 
~ 0 Q 0 
Carlton Setting : measure 1 
tf± HI HI JJ I JJ I J JIJJI - f 
This steadily moving line of the plainsong is occasionally 
broken by more ornamental material: 
Measure 25 
----- ------- --- - -
Although there is no time signature in the manu-
script, the composition is in duple meter (4/4), to which 
the measure bars corTespond regularly. There is a signa-
ture of one flat. The tonality is a compromise between 
D-Minor and the Dorian modality of the plainsong. 
So diverse is the material of this composition 
that it is frequently difficult to establish a line of 
demarcation between what is thematic and what is free, 
non-imitative counterpoint. The composition begins with 
the following theme, freely imitated in all voices, ex-
cept the one carrying the cantus firmus: 
Measure 1: 
This also appears in various extended forms: 
Measure 2: 
This theme disappears, as more and more non-thematic 
material is used. At the beginning of the twelfth measure 
a new theme is introduced: 
Measure 12: 
The latter figure undergoes very free transformations 
until it disappears entirely. 
In measure 35 the following theme is found: 
Measure 35: 
This too, undergoes transformations until it has lost 
entirely its thematic character and is swallowed up in 
the vari ed contrapuntal web. 
An important stylistic feature of this piece is 
t h e extreme rhythmic vitality of the lines, frequently 
infused with animated syncopations. The following is 
typical: 
Measure 17 :· 
Also it should be pointed out that the lines are quite 
ornate. In addition to these, there are many varying quick 
ornamental figures which are written out. The following ex-
cerpts illustrate a few of them: 
Measures: 
The composition begins placidly, in a decidedly 
choral and polyphonic style. There is a gradual crescendo 
of rhythmic interest, together with faster values, until 
measure 26, where there is a peculiar lull inactivity. 
This lasts for 6 measures, after which the lively movement 
is resumed. The rapid material, the long and angular lines, 
and the ornamentations soon abolish the choral effect that 
is present at the beginning of t he composition. On the wnole, 
an instrumental style is the predominating characteristic. 
Thomas Tomkins. The second duet of that early 
period is by Thomas Tomkins, (1572-1656). Tomkins was 
the organist at the Worcester Cathedral till about 1596 
and was a pupil of William Byrd. In 1621 he was appointed 
as one of the organists at the Chapel Royal. He continued 
to compose till the end of his life. One of his virginal 
pieces is dated as late as 1654. 
Although Tomkins lived till the middle of the 
seventeenth century, for the most part he adhered to the 
polyphonic style. He must be regarded as belonging to the 
great group of English composers who flourished at the end 
of the sixteenth century. Probably most of his works were 
written before the close of the first two decades of the 
seventeenth century. He composed numerous madrigals, which 
he called "songsn and he is the composer of Musica Deo 
Sacra,l a collection of services. He also wrote five pieces 
in the Fitzwilliam Virginal Book. 
The Duet A Fancy for Two to Play follows the Carlton 
composition in the British Museum (Add. Ms~ 29996, folio 
204b). The comment "Another of the like," appearing at the 
top of the second page, probably refers to the Carlton duet 
found a few folio pages in front. As in the Carlton duet, 
each performer plays from a keyboard score of two staves 
of six lines each. The two parts appear on opposite pages 
~udor Church Music, Volume 7. 
and are marked "The bass parts," and "The treble parts .for 
two to play," respectively. As it is also the case with 
the Carlton duet, the measures of this piece are consecutive-
ly numbered for each player. 
A Fancy for Two to Play is a six voice composition. 
Occasionally one of the voices is silent, although the 
rests are not indicated. It has no time signature and, 
unlike the Carlton piece, has highly irregular barring. 
For example, the first barred measure has five semibreves, 
the second has four, the third has three. In the latter 
half of the composition the equivalent of one semibreve to 
the measure is more regularly employed. 
The composition begins with the following material 
in thirds, in the upper part: 
This is immediately answered, note for note an octave 
lower, by the second part. Before this is finished the 
upper part introduces the theme: 
Measure 2: 
I® F I F' I 1 t 1 1 r ~ I o 
This theme is imi~ated more or less strictly in all parts. 
In the tenth measure a new motive is introduced: 
Measure 10: 
· ti r u r t 
This motive is rapidly bandied about among all voices, 
producing a colorful effect. In measure sixteen (the 
tonality having now shifted to F-Major) new material 
appears, essentially related to the following: 
Measure 16: Measure 18: 
This continues for four measures, at the end of which a 
new idea is introduced. This material is treated in an 
antiphonal manner reminiscent of the polyphonic effects 
of the sixteenth century Venetian School. 
Measure 20• . 
(\ \ l 
~· -r I 
\) I I _.... I 
tl .... 
-.Jj~ -;i: .. ~~ .Ji~ 
~ J 
l .. 
Up to this point we have had a relatively frequent change 
of material. Now at measure 25, following a cadence in 
C-Major, there is the introduction of material which is 
consistently featured throughout the remaining twenty 
measures of the piece. 
Measure 24: 
·-· ..a.. f-
This sort of writing in thirds is frequently found in 
Tomkin's madrigals and in the virginal pieces. Here it 
is presented antiphonally, first in the upper parts, then 
in the lower, where it is echoed immediately. Later on 
it is divided between the two players. There is a spin-
ning out of ·the material. Interest becomes progressively 
intense until in the final measures a real clin:ax is 
reached. The composition is concluded with a splendid 
cadence. 
A slight touch of chromaticism is occasionally 
introduced as in the following excerpts: 
Measure 17: 
On the whole the choral style is more pronounced 
in this composition than in the Carlton duet. 
One more stylistic element of this music should 
be noted. Chords and passages of thirds in the low register 
produce a markedly thick texture. This effect, greatly exag-
gerated on the modern piano, is less pronounced on the harp-
sichord or virginal. 
Giles Farnaby. Among the leading English composers 
who wrote for the virginal, Giles Farnaby (1565-1640) takes 
a very important place. His set of Canzonets to Fowre Voyces 
was. published in 1598. 
Farnaby's quaint and delightful piece For Two 
Virginals is a small work found among more than fifty 
others from his pen in that monumental collection of key-
board music of the sixteenth and seventeenth centuries, 
the Fitzwilliam Virginal Book. This composition is pro-
bably the earliest extant representation for the four-
b~nd, two-keyboard medium. It is a short piece in two 
four-measure sections, each of which is terminated by~ 
double-bar repetition. It is based upon the following 
folklike tune: 
The last two measures suggest a possible figuration of 
the original melody. The part marked "Virginal I" carries 
this tune in the upper voice with simple accompaniment. 
The second virginal part, considerably more difficult, is 
virtually a figuration of the first virginal part. There 
is much duplication between the two; for example in the 
right-hand parts in the fourth measure: 
(), I 
1 .. I I' ~ 
' . { 
lo I 
. 
. 
.I r .. ( f 
FFn 
. 
. 
4 
. ; . ' 
If the two parts are performed consecutively, the second 
makes an effective variation of the first. Although there 
is no signature, the composition is in G-Major, with F# 
used almost consistently. The spontaneous freshness of 
the piece has not been impaired by the centuries, and 
the workmanship displayed in the combination of the two 
instruments remains most interesting. 
"Verse for Two to Play on One Virginall or Organe" 
by Nicolas Carlton 
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The Early Period in ! ta ly and France 
While there was a great deal of music composed 
for the keyboard during the early Baroque period, music 
for two performers was still scanty. That which did 
exist, however, included the main features of the period--
the thorough bass and the embellishments. 
Bernardo Pasquini, (1637-1710) Pasquini, a leader 
in the early development of keyboard music in Italy was ex-
perimenting on his own account with the combination of two 
instruments. Pasquini was an important musician of the 
time, whose compositions were both vigorous and graceful. 
His influence upon his German colleagues was considerable. 
Pasquini wrote operas, cantatas, an oratorio, songs 
and chamber music, as well as music for the harpsichord. 
The British Museum possesses three volumes of his chamber 
music. The first volume contains fourteen pieces for two 
harpsichords, preceded by a partita. The latter is dated 
May 6, 1703.1 The day given at the end of the collection 
is December 3, 1704. The original notation of the fourteen 
sonatas "a due cimbali" is in the form of figured basses. 
A separate bass line or part is designated for each instru-
ment, and explicit indications are given as to which har-
monic and melodic improvisation can be executed by the 
performers. The first two pieces do not have the super-
scription 11 Sona ta," but since they are in all respects 
1 
"Duo-Pianism" - H. Moldenhauer, p. 17. 
similar to those pieces which follow and bear that title, 
They can be classified under the same term. Over the 
first piece are written the mere words nA Due Cimbali," 
with only the year 1704 given as the date of origin; the 
designation of the second piece is simply "2a 11 • Inter-
spersed among the sonatas for two cembali are also pieces 
for one instrument. These compositions bear the heading 
"basso continuo. 111 
Here are the beginnings of the three movements of 
the first Sonata: 
First Movement 
... ~__.&._ . . ~ ~.;,. ~ 
"" 
I 
... " -~ 
" 
tlh 
. 
I I .. I 
Middle Movement 
. I .t ., 
Concluding Movement 
1 J.S.Shedlock- "Selections of Pieces by 
B. Pasquini," p. 4. 
; 
Several settings for two pianofortes have been 
effected from some of Pasquini's early two-keyboard 
sonatas. F. Boghen edited the sonatas in G-Minor and 
F-Major, and the sonata in D-Minor was arranged by W. 
Danckert as well as by J. s. Shedlock. 
Arnaldo Bonaventura who is the author of a 
monograph on the music of Bernardo Pasquini1 brings his 
interesting comments in connection with these sonatas 
for two cembali to the culminating statement that ". ~. 
nell' idea di scrivere Sonata per due clavicembali il 
Pasquini ha precorso i grandi tedeschi, ~uali l 1 Handel 
~ il Bach che pur si compiacquero di somigliante genere 
di composizioni."2 
Franyois Couperin. The French School of Clave-
cinists, with Franyois Couperin (1668-1733) recognized 
as the supreme master, exerted its style of keyboard 
treatment far be~ond the French borders. Indeed, it was 
Couperin "The Great" who profoundly influenced the harp-
sichord writing of Bach. 
Couperin was organist, harpsichordist, teacher 
and composer, and he reached the height of his recogni-
tion at the court of Louis XIV. After the death of the 
latter he retired and not too much is known about the ten 
1 Arnaldo Bonaventura, "Bernardo Pasquini, Mono-
grafia," Roma., Casa Editrice "Musica," 1923. 
2 
last years of his life. It may be of some interest to 
know that although Couperin and Rameau lived on t he s ame 
street, actually they were not intimately acquainted. 
The first book of clavecin pieces by Fran9ois 
Couperin was printed in 1713. In 1716 his theoretical 
work L'Art de toucher le clavecin appeared, and in 1717, 
the second and third books of his clavecin pieces were 
published. (The fourth book appeared in 1740.) 
Several members of the Couperin family were held 
in high repute as eminent performers on keyboard instru-
ments. Certainly there must have existed a strong in-
centive for these distinguished musicians to combine 
several harpsichords for ensemble purposes. Thus it be-
comes clear why Couperin gave to a number of his works 
the provision that they may be performed on two harpsi-
chords, besides the additional employment of viols, flu~es, 
or any other instrument "which might be at hand." 
It is in a set of suites by Couperin called "Ordres" 
that can be found the Allemande a deux Clavecins; (at the 
beginning of the Neuvieme Ordre). 1 The piece is brilliant, 
masterly, and taxing with its technical difficulties. Un-
like Giles Farnaby's For Two Virginals, it is equally 
demanding on each of the performers. Moreover, in every 
111 0euvres Completes de F. Couperin," Second Livre 
de Pieces de Clavecin, publie par Maurice Cauchie. 
r 
respect it is a good representation of Couperin and his 
clavecin style. 
In Ordre No. 14, La Jeulliet, the following would 
seem to present an insoluble problem to a clavecinist, even 
though a-~~~~~~~~~~~~~~~~~~.w~ 
However, a note from Couperin makes it plain that it is 
designed for two clavecins--the first to play the top 
staves and bottom, the other playing the middle and bot-
tom staves, thereby doubling the bass. 
Some works by F. Couperin, which belong in this 
category and may be performed authentically on two harpsi-
chords, are Six short Pieces and Suite No. 3: L'Imperiale.l 
In 1724 and 1725 Couperin published his two big 
Sonatas L'Apotheose de Corelli and L'Apotheose de Lulli. 
They symbolized his longstanding desire to reconcile the 
French and Italian techniques. They were printed along with 
the rest of the rest of the "Concert royaux" under the signi-
ficant title Les Gouts reunis. No instruments were specified 
and Couperin himself, in the ~eface of his publications, 
1H. Moldenhauer - "Duo-Pianism," p. 11. 
f , 
1 
explained: 
Ce Trio, ainsi que L'Apotheose de Corelli, 
et le livre oomplet de trios que j' espere donner 
au mois de Juillet prochain, penvent s'executer 
a deux clavecins, ainsi que tons les autres 
instruments. Je les execute, dans ma famille et 
avec mes eleves, avec une reussite tres heureuse, 
savoir, en jouant le premier dessus et la basse 
sur un des clavecins, et le second, avec, la meme 
basse sur un autre a l'unisson. La verite est 
que cela engage a avoir deux exemplaires au lieu 
d'un, et deux clavecins aussi. Mais je trouve 
d'ailleurs qu'il est souvent plus aise de 
rassembler ces deux instruments que quatre per-
sonnes faisant leur profession de la musique. 
Deux epinettes a 1 1 unisson (a un plus grand 
effet pres) peuvent servir de meme. La seule 
chose qu 1 il faille observer,- c 'est de se regler 
toujours sur la valeur des notes pour les 
agrements qui, doivent la remplir. Les instru-
ments d'archet soutiennent les sons et au con-
traire le clavecin ne pouvant les perpetuer, il 
faut de toute necessite battre les cadences, ou 
tremblements et les autres agremants, tres long-
~emps, et moyennant cette attention !'execution 
n 1 en paraitra pas moins agreable, d'autant que 
le clavecin a, dans son esr.e ce, un brillant et 
une nettete qu 1 on ne trouve guere dans les 
autres instruments. 
Concerning the same, Couperin himself praises the 
possibility of playing the piece on two harpsichords. 
This is found in the preface to L'Apotheose de Lulli. 
Armand Louis Couperin. Before leaving the French 
School of harpsichord writing, a late representative of 
the clavecinists may be mentioned at this time. He is 
Armand Louis Couperin (1725-1789) sone of Nicolas Couperin. 
His works are of historical rather than intrinsic interest. 
111 L1Apotheose de Corelli," Paris, A. Durand & Fils, 
Editeurs. 
Possibly he did not take them very seriously himself, 
since he made little effort to publish them. 
Armand Louis Couperin did not fail to prescribe 
explicitly the instrumental combination of two harpsi-
chords as the definite medium for the performance of his 
compositions. One of the major compositions is entitled 
Symphonie ~deux Clavecins, the title evidently being in 
keeping with the practice of the time which applied the 
term 'symphonie' to any polyphonic composition. The work 
is in the key of D-Major and has three movements which 
are marked Moderato et marque, Andante, Presto. The same 
' 
tempo indications are used for the movements of a second 
keyboard ensemble composition by Armand Louis Couperin 
which is called Deuxieme Quatuor a deux Clavecins, and 
which is in the E-flat. The original scores of these two 
works are kept in the archives of the Conservatory in 
Paris.l 
1H. Moldenij.a.uer - "Duo-Pianism," 
Allemande a deux Clavecins, 
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by Francois Cou:Qerin 
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The Later Period - First Half of the 18th Century 
In Germany the early 18th century witnessed an 
evolution of keyboard music which was to determine its 
s u periority and its leadership. Therefore, it is not 
s urprising that the medium of keyboard ensemble should 
attract tl~ attention of great men and induce them to 
experiment with it. Some of the compositions have p roven 
to be masterworks of importance and of lasting value. 
Wilhelm Hieron~us Pachelbel. A contemporary of 
Haendel and Bach, Wilhelm Hieronymus Pachelbel, (1685-
1764), son of Johann Pachelbel, is said to have composed 
a toccata for t wo claviers. This work is mention ed ex-
plicitly by both Spitta and Schweitzer in their biographies 
of J. s. Bach. However, both references are quite short, 
and no source of further information is made available. 
Prosnitz lists the piece on page 58 of his Handbu ch der 
Klavierliteratur -1450 - 1830--Historisch-Kritische 
Uebersicht. Eitner mentions the composition as Toccata 
auf 2 Clav. ex. Eb and traces the location of the 
orig inal manuscript to the Kircheninstitute in Berlin. 
Georg Friedrich Haendel. Georg Friedrich Haendel 
(1685-1759) was born in Halle and after many journeys 
through Germany and Italy finally settled in London in 
1712. He rema i ned there until his death in 1759. Be-
sides his great importance in his contributions to 
J 
Oratorio literature, (where his operatic experience was 
so valuable) his literature for the harpsfchord and organ 
is also very significant. 
Only one composition for two harpsichords is known 
to have been written definitely by Haendel. It is a Suite 
~ deux Clavecinsl which Haendel wrote during his youth. 
However, only one of the two parts has been discovered and 
was incorporated into Volume 48 of the monumental edition 
by Friedrich Chrysander. The piece is written in C-Minor 
and consists of the following parts: Preludium; Courante; 
Sarabande; Chaconne. 
In the same volume is also found another interesting 
composition by Haendel, a Concert fuer 2 Orgeln mit Orchester 
in ~-Moll. 2 Only the first movement exists and the same is 
identical to the first movement of the Fourth Organ Concerto. 
Considering the identity of the two compositions we must 
look upon the Concerto for two organs more as an experiment 
than a serious composition, although pencil corrections in 
the manuscript (by Haendel) indicate the possibility of 
more planned movements. 
Johann Gottfried Muethel. Johann Gottfried Muethel 
(1718-1788 in Riga), was a German organist and composer and 
a pupil of J. P. Kuntzen at Luebeck, In 1750 he went to 
1 G. F. Haendels Werke, Volume 48, p. 162. 
2 G. F. Haendels Werke, Volume 48, p. 51. 
J 
-vu-
study with J. s. Bach and was with him during Bach's illness 
and death. He also was a close friend of Carl Philipp 
Emanuel Bach. In 1753 he went to Riga and served as an 
organist at the Lutheran Church there until his death. 
Muethel is described as one of the best organ 
and clavier players of his time. Burney speaks of his 
clavier works in the highest terms, but only a few of them 
were published. Among them were two concertos (C-Minor 
and D-Minor) for clavier and accompaniment of strings 
(published at Riga in 1767); three sonatas and two ariosos 
with variations (published by Haffner in Nuernberg); and a 
Duetto fuer 2 Claviere, 2 Fluegel oder g Fortepiano (pub-
lished at Riga in 1771). This appears to be the earliest 
work with "Fortepiano" on the title.l In Madame D'Arblay's 
Diary, mention is made of this duet as played by two mem-
bers of Butney 's family at many of his home concerts. If 
Muethel's works really possess the originality ascribed to 
them, it is surprising that none of them have been repub-
lished. 
Johann Sebastian Bach. The work of the great 
Thomas-Cantor, Johann Sebastian Bach, (1685-1750), takes 
a place of monumental importance in the early developments 
of keyboard ensemble playing. It was quite a common prac-
tice in those days to arrange several "fluegels 11 together, 
and especially the student gatherings moved Bach to write 
1 Groves Dictionary of Music and Musicians. 
t, . . · ("" 
for various combinations of keyboard instruments. The 
outgrowth of this incentive is a wealth of compositions 
for two and more claviers. 
1 Of the three concertos for two harpsichords, 
only two such works had been known for some time. They 
were the Concerto No. 1 in C-Minor and the Concerto No. 2 
in C-Major. Another is known today--a third concerto, 
which, like the first, is in the key of C-Minor. 
Concerto No. 1 and Concerto No. 3 are known to be 
harpsichord arrangements of concertos which at first were 
written for two violins. Later Bach himself adapted them 
for the two-keyboard medium. Concerto No. 3 is based on 
the concerto for 2 violins in D-Minor with Orchestra. 
Stylistic reasons point to similar conditions for the 
Concerto No. 1, although its model is not known. There-
fore, only Concerto No. 2 in C-Major can be considered 
strictly an original composition for 2 claviers. There 
is no trace of the violinistic character conspicuous in 
the other adaptations. It has the appearance of an ori-
ginal clavier composition, and as a matter of fact, the 
two solo parts exist in the autograph. The accompanying 
voices, which are not preserved in Bach's own writing, are 
mainly reinforcements of the keyboard parts. Therefore it 
seems quite likely that the orchestration was a later addi-
1 The exact title in Volume 21 of the Bach Gesellschaft 
edition reads: 11Drei Konzerte fuer 2 Claviere mit 
Orchesterbegleitung. 11 
• 
tion, and that the work was originally written for two 
claviers only. 
David Ewen1 holds that in transcribing the con-
certos from the idiom of the violin to that of the piano, 
Bach was much more than a mere arranger. Ewen states: 
' ···he wrote the works to fit them to the 
new medium, often changed the key, enlarged the 
harmonic construction, and revised the melodic 
line to make it more suitable for the keyboard. 
He can be rightly called the father of the piano 
concerto. 
The Concerto in C-Minor (of which the version for 
two violins has been lost) possesses musical contents of 
great interest and beauty. As the work opens, the two 
soloists and the string orchestra give a concerted announce-
ment of their subject. The two clavier parts are closely 
interwoven and the striving appears to be for balance rather 
than contrast. The middle movement, the Adagio, is in E-flat 
Major. It is distinguished by a beautiful melody, unfolded 
at first by the second piano. The first piano repeats it 
in the dominant with a fugal suggestion which, however, 
proves deceptive. The burden of the dialogue is given to 
the two claviers, and the orchestra is kept subordinate. 
In tre finale, marked Allegro, the two solo instruments and 
the orchestra commence again in lively fashion and in com-
plete agreement. An inversion of the principal subject is 
introduced before the close of the work. 
~avid Ewen, "Music for Millions,u page 14. 
• 
• 
Important as the Concertos No. 1 and No. 3 may be, 
the chief attention is commanded by the Concerto No. 2 in 
C-Major. With this work Bach erected a milestone for the 
t wo-piano idiom as a creative medium. As it is, the con-
certo can be performed readily without the assistance and 
background of the string orchestra. Rust believes that 
the work in its final form was created over intermittent 
periods of time because of certain rather obvious mistakes 
contained in the several manuscripts which have been pre-
served. He also feels that this gradual development, in 
which the wonderful concerto grew to its final form, is 
accountable for that highest stage of maturity which 
characterizes a perfect work of art. 
Alfred Einstein enthusiastically writes of the con-
cluding movement: 1 "Rarely does a concerto have so grand 
a conclusion as the glorious fugue in Johann Sebastian 
Bach's C-Major Concerto for two claviers ••• " Extensive 
comments on the C-Major Concerto are also available from 
the biographies of Schweitzer and Spitta. 
The two concertos for three claviers and orchestr a 
are in the keys of D-Minor and C-Major respectively . They 
can be found in Volume 31 of the Bach Gesellschaft edition. 
Bach composed these ooncertos for the special purpose of 
performance with his two eldest sons who assisted him in 
the circle of the Collegium Musicum. All of these concertos 
1 A. Einstein, "Mozart," p. 289. 
with string accompaniment were not originally conceived 
for the multiple keyboard medium. They all represent 
adaptations from other diverse works. This was a common 
practice with Bach. 
The Concerto for four claviers, contained in 
volume 43 of the Bach Gesellschaft edition, is a trans-
cription of the concerto for four violins, two altos, 
violoncello, violone and cembalo by Antonio Vivaldi. 
In these concertos for two to four claviers Bach 
was confronted by the difficulty of having similar bass 
lines in the various solo parts. He tried to counteract 
the resulting monotony by using the claviers in turn as 
solo and as filling continuo instruments. In the Concerto 
in D-Minor for three claviers, the first harpsichord is 
given far more of the solo material than the other two. A 
better balance is reached in the Concerto in C-Major for 
the same combination. 
Of paramount interest are the two fugues for two 
claviers which were written by Bach in connection with 
and as a supplement to his last and crowning work Die 
Kunst der Fuge. It is generally known that the scoring 
of this gigantic work provides no indication as to the 
employment of certain prescribed or recommended instru-
ments for the performance of the music. 
Willi Apel expresses himself in the Harvard 
Dictionary as follows: 
• 
t 
••• the fact should not be overlooked that 
all the pieces with the exception of the mirror-
fugues (Nos .XII and XIII of the Peters ed.) are 
within the reach of the hands of a keyboard 
player. Evidently, in composing the work, Bach 
was thinking constantly of keyboard performance, 
if only for instructive purposes. 
Within this important argument, the appended 
arrangements for two claviers by Bach himself is of great 
significance. The arrangements include those two mar-
velous three-part fugues of which the second is the in-
version and mirror of the first in all parts. Bach ar-
ranged the fugues in a manner whereby two of the three 
voices are assigned to one clavier while the other harpsi-
chord takes the third and an additional fourth part. 
The manuscript of these two fugues consists of 
only one sheet of four pages, the size being that of a 
Ebgen in Hochformat. The inscription, while narrow, is 
very clean. The sheet is marked "Beilage No. 2" and 
represents one of the three existing appendices to 11The 
Art of Fugue." The autograph is in possession of the 
former Royal Library in Berlin. It can be assumed that 
the two fugues for two claviers constitute the master's 
last work completed by his own hand. 
Wilhelm Friedemann Bach. The works of Wilhelm 
Friedemann Bach (1710-1784), oldest son of J. s. Bach, 
take quite an important place in the literature for two 
harpsichords. He is the recognized author of the Sonata 
( Duetto) in F-Major1 for two harpsichords and has also 
1Published in Volume 43 of the Bach Gesellschaft 
edition. 
•• 
written a Concerto in E-flat Major for two harpsichords 
and orchestra.l 
Tbe Sonata (Duetto) for Two claviers was con-
sidered for a long time a work of Joh. Sebastian Bach. 
Karl Geiringer explains this in his book The Bach Family, 
as follows: 
• •• this work pleased father Bach so well that 
he personally copied the parts. The result was that 
in the 19th century doubts arose as to the real 
author. The first man to recognize the truth was 
Johannes Brahms, who edited the Concerto ••.• The 
style of the composition as well as the appearance 
of the two manuscripts establishes beyond any doubt 
that in this case the father actually copied a work 
of the son ••.• 
The Sonata is in three movements with tempo markings as 
follows: Allegro moderato; Andante; Presto. 
Carl Philip Emanuel Bach. Carl Philip Emanuel 
Bach, (1714-1788), like his great father and his brother, 
also contributed to the two-keyboard literature. He 
wrote two concertos for two claviers and orchestra, one 
in the key of E-flat, the other in F-Major. In addition 
Prosnitz2 lists 4 Kleine Duetten fuer zwei Klaviere as 
having come from his pen. Geiringe~also mentions Fifteen 
Sonatinas for one or two solo claviers, strings and wind 
instruments, which are available. 
1The inscription on the manuscript reads as follows: 
"Concerto a duoi Cembali di Wilh. Friedemann Bach." 
2Handbuch der Klavierliteratur~ 1450-1830, p. 73 (Prosnitz ) 
3Karl Geiringer: Music of the Bach Family, p. 203. 
Johann Christian Bach, ( 1735-1782), the "London 
Bach, n has left a charming Sonata for Two Claviers in 
G-Major. The work is thoroughly characteristic of 
Johann Christian's style which was facile and graceful 
rather than profound. The parts are: Allegro; Tempo 
di Menuetto. 
In his short life he produced a surprisingly large 
number of works, which included about twelve duos for two 
players on one or two claviers •1 As an artist he showed 
the drive and energy of his father. In his music he 
pointed the way to Mozart through his playful and graceful 
manner. 
Johann Christoph Friedrich Bach (1732-1795), second 
surviving son from Sebastian's union with Anna Magdalena, 
also contributed to the two-piano field. He wrote 2 Sonatas 
for Clavier four hands. His first sonata in A-Major written 
in 1786 consists of two movements (Allegro ~ spirito; 
Rondo--Allegretto), while the second one inC-Major of 1791 
has the three movements (fast-slow-fast) of his sonatas for 
two hands. This is "educational" music, meant primarily for 
players of limited technical proficiency. Although the parts 
of the two pianists sometimes double each other in a some-
what mechanical manner, Johann Christoph Friedrich Bach 
manages to produce ingratiatirg and effective music. With a 
little skill and strict observance of the dynamic signs 
players can awaken these humble duos to sparkling freshness. 
1Karl Geiringer: Music of the Bach F'amily, p. 178. 
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CHAPTER III 
THE CLASSICAL ERA 
Some Thoughts Concerning the Resources 
of Piano Ensemble Music 
A primary consideration in a study of the two-
piano medium concerns the nature and the extent of the 
available resources. The question "What can two pianos 
do that one cannot?" has significance for many--the 
musicologist, the composer, and the performer. Para-
doxically, tre addition of a second piano does not double 
the resources of a solo piano. To be sure, there -are two 
performers instead of one, twenty fingers instead of ten 
and 176 keys instead of 88. But this is not to say that 
two pianists can play twice as loud, twice as fast or twice 
as beautiful as one. Nevertheless, the two-piano medium 
possesses certain advantages, as well as disadvantages, 
peculiar to itself. These may be more readily understood 
if the resources are considered from three different as-
pects--the tonal, the technical, and the interpretative. 
The first of these resources, the tonal, includes 
the basic properties of pitch, duration, intensity and 
timbre. In two-piano music the eighty-eight pitch levels 
of o'ne piano are ordinarily duplicated in the second in-
strument, so there is no expansion of the gamut. An ex-
cep tion would be the specially tuned pianos for the per-
formance of microtonic compositions. 
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Although the range of t wo pianos remains the same 
as for one, the potential number of tones which may be 
sounded simultaneously is doubled by the use of two instru-
ments. With normal fingering, one pianist can play a maxi-
mum of twelve tones at a time. (Each finger can play one 
key; and tre thumb by extending tre nail joint, can play 
two keys simultaneously. This does not include such 
special pianistic effects as tone-clusters. It is ex-
ceptional, of course, for these massed effects to be used 
in keyboard music. Theoretically, it is possible to con-
struct a chord of twelve notes so distributed under the 
hands that all the half-steps of the chromatic scale sound 
together. Therefore, two pianists at the keyboard can 
sound simultaneously a total of t wenty-four notes, which 
may all be of different pitches. However, except with 
quarter-tone pianos, the twenty-four tones could not 
represent more than the twelve half-steps of the chromatic 
scale, duplicated in unison - either at the prime or dif-
ferent octaves. 
The harmonic pallette, then, is substantially 
identical for one or two pianos. Nevertheless, the possi-
bilities for clarity and control of the harmonic coloring 
are much increased with the use of two instruments. Due 
to the restricted span of the hand the twelve-tone chord 
played by a solo pianist would sound thick and muddy. The 
outside parts would probably sound a little more prominent 
because of their conspicuous positions. On the other hand, 
a twelve-tone chord played by two pianists at the same key-
board could be more effectively spaced out by means of oc-
tave transpositions and thus enhance the potentialities for 
harmonic variety . 
Still more freedom in chord spacing would be avail-
able for a twelve-tone chord on two pianos. In addition to 
the advantages of a tonal distribution found in the one 
piano duet, the composer of two-piano music might introduce 
accentuations by discreet doubling of parts at the unison. 
Thus the duet for two pianos, with its potentialities for 
a precise balancing of the basic and co lor elements in each 
chord, is a more subtle msdium for harmonic expression than 
either the piano solo or the duet for one piano. 
The next property of tone to be considered is dura-
tion. Although two pianos cannot sustain a single tone 
appreciably longer than one piano (that is, at equivalent 
dynamic levels), the addition of a second piano may assist 
in simulating the effect of a sustained tone. To do this, 
the composer may employ a · continuous embellishment of a 
melody or accompaniment--a device comparable in function 
to the Alberti bass of harpsichord music. An instance of 
this tone-sustaining device occurs when the composer per-
mits the accompaniment to proceed simultaneously in broken 
and solid chords. Ivlozart employs this technique in his 
Sonata in~ Major (K. 448), where he places both solid and 
broken chords in interlocking positions. 
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The sustained bass chord in the left hand of the first 
piano is reinforced by a tremolo chord figure in the right 
hand of the second piano. Such a passage is particularly 
suitable for two pianos and hardly possible to simulate 
on one instrument. 
The superiority of two pianos over one piano as 
regards intensity is readily recognized; indeed, it is 
usually overrated. There is a commonly accepted fallacy 
that loudness is doubled by doubling of instruments. How-
ever, the science of acoustics demonstrates, that loudness 
varies directly with the logarithm of intensity; i.e., 
there is a logarithmic rather than an arithmetic progression 
in loudness resulting from the addition of instruments. 1 
To double tre volume of one instrument, ten like instrumm ts 
(all else being equal) must be combined. Two equal indivi-
dual intensities are only 1.3 louder than one. This indi-
lwilmer T. Bartholomew, "Acoustics of Music, 11 
pp. 203-13. 
Charles A. Culver, "Musical Acoustics," pp. 26-32. 
cates that the volume of tone for two pianos is only 
slightly greater than for one. However, since duets for 
two pianos may include pianissimo, monophonic passages 
for one instrument, the dynamic range of two-piano music 
is broadened to the extent that the loudness is increased. 
Dynamic shading is facilitated with two pianos. 
According to Culver, an expert pianist can bring out as 
many as twenty different degrees of loudness from a string. 1 
Since no two pianists possess exactly the same dynamic range 
or control of intensities, it might be assumed that two 
pianists--each controlling twenty different intensities--
would together have more possibilities for shading than 
either pianist alone. However, it would be more difficult 
for two individuals to plan simultaneously to control a 
scheme of dynamics than for one. 
The final basic property of tone is timbre or tone 
color. The distinctive character of tone depends upon the 
distr:tbution and relative strength of overtones. In general, 
we perceive the lower tones of a piano--which are compara-
tively complex in their vibrational form--as being richer 
than the higher tones. 
Basically, the tone q~lity of any two pianos is 
similar. The d:i.stinctive tone of the piano is easily 
recognizable, despite age, size or make of the instrument. 
In this respect, and by comparison with most other ensemble 
1culver, op cit 113 
. • • ' p. • 
-..,u-
groups, two pianos may be regarded as monotimbric, not 
polytimbric in character. 
Lee Pattison raises the question of whether the two 
pianos in duet playing should be matched as perfectly as 
possible or intentionally contrasted in tone.l He reasons 
logically that the tone of two different sounding pianos 
can never be made to rna tch perfectly, but that this rna tching 
is essential in some passages. Two well-matched instru-
ments, however, are capable of considerable contrast. There-
fore, one must conclude that it is desirable to xm tch the two 
pianos as nearly as possible. 
A widening of the timbre range of two pianos is 
made possible by the use of the damper pedals. The depres-
sion of a damper pedal opens the piano strings to sympathetic 
vibration. The use of a second piano as an overtone-
generating roo cbanism to modify the tone qua.li ty of the :firs t 
piano suggests interesting possibilities. Performing artists 
are aware of the importance of the pedal for creating timbre 
variety. 
Sine e two-piano music is in tended primarily for 
players of equal ability, it is assumed that the technical 
equipment of the two performers will be equivalent. Never-
theless, there are almost certain to be minor differences. 
One pianist may be particularly adept at scales and arpeggios; 
another may possess special facility in octaves and chords. 
1 Lee Pattison, "Ensemble Piano Playing," p. 72. 
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By combining their technical abilities in performance 
each player has gained by the other's talent. 
To some people the most important aspect of tech-
niqu e is speed. There are numerous piano solo passages 
where the velocity could be considerably increased, per-
haps doubled or tripled, by a division of the notes between 
the two players. But it is essential to bear in mind t h at 
extreme speed should not always be a desideratum in public 
performance. The problem of speed should be subordinate to 
that of control and articulation and this is especially 
true of two-piano music. Because it deals with heavier 
textures than those usually encountered in music for one 
piano, it is essential for the sake of clari~ that duo-
pianists should choose compara t ively moderate tempos. It 
may be assumed, therefore, tha t the possibilities for ex-
cessive speeds in two-piano music are seldom of practical 
value. 
Whether two-piano music is regarded from the view-
point of an enlarged piano-solo, a miniature orchestra or 
as a chamber ensemble, no one would wish to see the relation-
ship of two players descend to that of soloist and accom-
panist--as it frequently does in duets for one piano. Ob-
viously, in nearly all two-piano compositions each player 
is alternately called upon to assume the role of a soloist 
and accompanist. This is usually for short sections, how-
ever, and the soloist-accompanist relationship is in s uch 
instances entirely legitimate. The temporary soloist should 
-oo~ 
subordinate his own musical ideas until he is given the 
principal melodic part. 
This chapter has pointed out that the tonal, 
technical and interpretative resources of two-piano music 
are considerably more extensive than those of solo-piano 
music. Special problems are encountered in synchroniza-
tion, tonal balance, and interpretation. Allowing for an 
advanced and flexible type of interpretative skill from 
duo-pianists, the composer may effectively utilize the 
comparatively rich tonal and technical resources of the 
two-piano duet. 
w. A. Mozart and the Clavier 
Much confusion exists on the subject of the harpsi-
chord , the clavichord, the spinet and the piano-forte--and 
its clouds seem especially dense about the clavier music 
of Mozart. During his brief lifetime the brilliant career 
of the harpsichord faded swiftly, while the piano sprang 
from obscurity to dominance. During that 'same short period 
the clavichord achieved its greatest popularity--a popularity 
confined to Central Europe. Which of these instruments did 
Mozart have in mind when he wrote a particular concerto, or 
sonata, or trio, or song? It is probably not possible to 
say with certainty for which of the stringed keyboard instru-
ments some of the clavier works were intended; and perhaps 
some light can be thrown on this problem by consideration 
of a few facts. 
During most of Mozart's life the harpsichord was 
the predominant keyboard instrument in the concert hall, 
and in the smaller form, the spinet--in the home. The 
Mozart family owned a large instrument, with two manuals 
made by Christian Ernst Friederici of Gera. 1 Possibly 
they had a spinet also. 
The clavichord is seldom mentioned in any discussion 
of the influence tbat affected Mozart's style of writing 
for tbe keyboard. The popularity of the clavichord was 
~ily Anderson, "The Letters of Mozart and his 
Family," Vol . I, p. 45, Vol. II, p. 537. 
greatest in North and Central Germany, but the instrument 
seems to have found a place in many households in South 
Germany and Austria also. We know that there was one in 
Mozart 's home at least as early a s 1769, when Mozart was 
thirteen years old. In a letter Leopold Mozart wrote on 
December 15, 1769, to his wife: " ••• Ich habe in gedanken 
das schluesserl z.um Clavichord an meiner Uhr mit 
fortgenommen. nl We also have reports that Mozart played 
on clavichords in Augsburg and Mannheim in 1777, and in 
Linz in 1783).2 A report from Dresden in 1789 mentions 
that "his skill on the clavichord and the forte-piano is 
indescribable. "3 A clear indication of his attitude to-
wards the instrument is given in a letter of Leopold 
Mozart, dated April 13-20, 1778: n ••• Wenn Du koenntest 
ein gutes Clavichord, wie unseres, in Paris fuer Dich 
auftreiben, das wuerde Dir wohl lieber and anstaendiger 
4 seyn als ein Fluegel." After he was married he had a 
clavichord of his own on which, according to Constanza, 
he played and composed a great deal. 
1schiedermair, Vol. I, p. 4. "In absentmindedness 
I took with me the key of our c Ja vichord on watch." 
2Anderson, Vol. II, pp. 460, 495, 540; Vol. III, p. 1281. 
3Musikalische Real-Zeitung, 1789, p. 191. 
4schiedermair, Vol. II, p. 15. " ••• If you could find in 
Paris a good clavichord, such as we have, you would no doubt 
prefer it and it would suit you better than a harpsichord." 
It is thought that Mozart had little to do with 
the piano until he visited Johann Andreas Stein in Augsburg 
in 1777. But there is reason to believe that, though p i anos 
by no means were plentiful before the last quarter of the 
century, he had heard about them and even occasionally 
played upon them since his early childhood. The piano 
was not unknown in London when tbe Mozart family lived 
there in 1764 and 1765, and the nine-year-old Wolfgang 
fraternized with Johann Christian Bach, who is said to 
have preferred tm t instrument to the harpsichord. 1 
In 1777 Mozart called upon Stein in Augsburg and 
wrote a famous and oft-quoted letter: 
" ••• Nun muss ich gleich bey die steinische 
Pianoforte anfangen. Ehe ich noch vom stein seiner 
arbeit etwas gesehen habe, waren mir die spaettischen 
Clavier (Instruments des angesehenen Fluegelbauers 
Spaeth) die liebsten; denn sie daempfen noch viel 
besser, als die Regensburger. wenn ich starck 
anschlage, ich mag den finger liegen lassen, oder 
aufheben, so :is t halt der ton in dem augenblick 
vorbey, da ich ihn hoeren liess ••• die Machine wo 
man mit dem knie drueckt, ist auch bey ihm besser 
gemacht, als bey den anderen. ich darf es kaum 
anruehren, so geht es schon; und sobald man das 
knie nur ein wenig wegthut, so hoert man nicht den 
mindesten nachklang ••• " (Augsburg, October 17/18, 
1777) .2 
1Grove 1 s Dictionary, 4th ed., Vol. IV, p. 154. 
2
schiedermair, Vol. I, p. 90. "·· This time I 
shall begin at once with the Stein's pianoforte. Before I 
had seen any of his make, Spaeth's claviers had always been 
my favourites. But now I much prefer Stein's for they damp 
ever so much better than the Regensburg instruments ••.••• 
In whatever way I touch the keys, the tone is always even. 
It never jars, it is never stronger or weaker or entirely 
absurd. -in a word, it is always even ••••• The device too 
which you work with your knee is better on this than on other 
instruments. I have only to touch it and it works; and when 
you shift your knee tbe slightest bit, you do not hear the 
least reverberation •.• " 
Pianos must have been comparatively rare in 
Salzburg, but Mozart found them everywhere. In a letter 
from Maria Anna Mozart to her husband, dated Mannheim, 
December 27, 1777, it says: 
••• Der Wolfgang wird ueberall hochgeschaetzt, 
er spillet aber vill anderst als zu Salzbur,g dan 
hier sind ueberall piano-forte, und diese kann er so 
un Vergleichlich tractieren, das man es noch niemals 
so gehoert hat, mit einem worth iederman sagt der 
ihn hoert, dass seines gleichen nicht zu finden 
sey ••••• l 
From tbe first days of his permanent settling 
down in Vienna to the end of his life the piano was plainly 
the stringed keyboard instrument he played on by choice. 
It is known that he used a piano at his first public con-
cert as a wature artist in Vienna on April 3, 1781.2 Some-
time between the beginning of 1782 and 1785 Mozart acquired 
a piano of his own, an instrument made by Anton Walter of 
Vienna, about 1780 and now located at the Mozarteum in 
Salzburg. In a letter of March 12, 1785, Leopold Mozart 
writes to his daughter from Vienna: 
••• Deines Bruders "Forte-pianott Fluegel ist 
wenigstens zwoelf mahl, seit dem ich hier bin aus 
dem Haus ins Theater oder in ein anderes Haus 
getragen worden. er hat ein ~~sses Forte piano pedale 
machen lassen das unter dem Fluegel steht und um drey 
spann laenger und erstaunlich schwer ist, alle freytage 
auf die Mehlgrube getragen wird, und auch zum gr: 
1 Schiedermair, Vol. II, p. 334. " ••• Everyone thinks 
the world of Wolfgang, but indeed he played quite differently 
~rom what he used to in Salzburg - for there are piano-fortes 
here, on which he plays so extraordinarily well that people 
say they have never heard the like. In short, everyone who 
has heard him says that he has not got his equal ••• 11 
2Robert Haas, "W. A. Mozart," 1933, p. 26. 
1 Cziczi und Fuerst Kaunitz getragen wurde •••. 
The titles of Mozart's clavier works are not very 
helpful towards the solut.ion of the problem. Almost all 
the individual works of this sort specifically mentioned 
in the family correspondence are referred to as for 
"Clavier." . In tre thematic catalogue of his own works 
that he kept from 1784, Mozart uses only the word 
"Clavier. "2 
Up to about 1770, pianos were still scarce. The 
piano did not appear on a public concert platform ~~til 
1767 and the "World's first Piano Recital" was given by 
Johann Christian Bach. There is no evidence that young 
Mozart, on tour or at home, at any time up to his final 
return from Italy in 1773, he played in public any clavier 
but the harpsichord. It seems safe to say, therefore, that 
all compositions for or with clavier written by him during 
this period were intended for the harpsichord. 
The nature of the clavier called for in the works 
written between the fall of 1773 and November 1777 is not 
certain. The compositions in question are two sets of 
1 Schiedermair, Vol. II, p. 303. " ••• Since my 
arrival your brother's forte-piano has been taken at least 
twelve times to the theatre or to some other house. He has 
had a large forte-piano pedal made, which is under the 
instrument and is about 12 feet long and extremely heavy. 
It is taken to the Mehlgrube every Friday and has also been 
taken to Count Zichy 1 s and Prince Kaunitz ••• " 
2 o. E . Deutsch, "W. A. Mozart--Verzeichnis aller 
meiner Werke." 
variations (KV 179,180), the Four Hand Sonata in B-flat 
(KV 358), probably the canzonetta, Ridente la calma 
(KV 152), a Divertimento for clavier, violin and 'cello 
(KV 254), an Allegro in G-Minor (KV 312), Six Sonatas 
(KV 279-84), four concertos for clavier and orchestra 
(KV 175, 238, 246, 271) and tre Concerto for Three Claviers 
in F-Major (KV 242). 
The concertos, from the standpoint of style, seem 
to call for the harpsichord as the instrument of execution. 
This is true also for the work composed somewhat later--
the Concerto in E-flat Major for Two Claviers. (KV 365), 
composed in 1779, which displays no especially pianistic 
traits. It was apparently intended for use by Wolfgang 
and his sister in Salzburg, and was consequently very pro-
bably planned for harpsichords. Leopold Mozart refers to 
KV 242 as the Clavier Concert a 3 Clavier.l 
By the end of 1777 Mozart found pianos everywhere 
and available evidence justifies the assumption tm t all 
of Mozart 's sonatas for the clavier, all tre clavier-
concertos (with the probable exception of KV 365) and all 
of the chamber music with clavier composed after 1777 were 
intended for the piano. It is important to remember that 
the Steinfluegel, the ideal instrument for Mozart's piano 
works, differed from modern pianos in several essential 
respects. "The chief goal (in the construction of these 
1 Schiedermair, Vol. III, p. 229. 
pianos) is a sustained, singing, clear tone of sufficient 
volume and carrying power, but thin enough to be clear 
and elastic.l 
The Two-Keyboard Works and 
Duets ~ W. ~Mozart 
Much emphasis has been placed on the influence which 
the "London" Bach, Johann Christian, as well as the "Hamburg" 
Bach, Carl Philipp F~anuel, have exerted upon Wolfgang 
Amadeus Mozart. It is true that Mozart considered Karl 
Philipp Emanuel Bach as the "!'ather of keyboard art," and 
that his association in London with Johann Christian Bach 
provided him with great incentive for clavier composition, 
besides fundamentally influencing his style. However, 
mention also must be made of Georg Christoph Wagenseil, 
Johann Ladislaus Dussek and Muzio Clementi, whose composi-
tions for two claviers were very important stimulants to 
Mozart and his active interest in the medium of two key-
boards. 
When embarking on a survey of the compositions which 
Wolfgang Amadeus Mozart wrote for the combination of two key-
boards, it is suitable for various reasons to begin with the 
Concerto in F-Major for Three Claviers and Orchestra (KV242). 
This work, known as the "Lodron" concerto, was afterwards 
arranged by Mozart himself for two claviers. 
1Hans Brunner: "Das Klavierklangideal Mozart's und 
die Klaviere seiner Zeit." 
This concerto, Mozart's seventh in his series or 
concertos ror the pianororte, is one or a number or works 
which were created for specific pupils. It was composed 
ror and dedicated to the Countess Antonia Lodron ani her 
two daughters, Luise and Josefa. The dedication, probably 
written by Mozart 1 s rather, reads "Dedicate al incomparia bile 
merito di s. Exc. la Sgra Cont. Lodron, nata Cont. d'Arco 
et delle sue riglie le Sgre, Cont. Aloisia et Guiseppa.l 
,The concerto was composed in February 1776 in 
Salzburg, only a short while after Mozart's twentieth 
birthday. The autograph of the concerto is preserved in 
the Prussian State Library at Berlin. Special interest 
centers on the arrangement .for two claviers, which is added 
to the autograph and which bears the heading, written in 
Mozart's hand: "I Soli del Concerto~ tre Cembali, 
accomodati a due." Mozart makes reference to the arrange-
ment for two claviers when he asks his father on June 27, 
1781, for ropies of 11 2 Concerte auf 2 Claviere." 
As to ronn and content or this work, it is in the 
customary three movements, which are marked Allegro, 
Adagio-Rondeau, Tempo di Menuetto. The key is that or 
F-Major. The concerto is comparatively short, consisting 
of only 565 measures. (First Movement: 280 bars; Second 
111Dedicated to the incomparable merit or her 
Excellency the Signora Countess Lodron and her two daughters, 
Countesses Luise and Josefa." · 
Movement: 73 bars; Third Mo vement: 212 bars). The 
character of the composition is very charming. Jahn, in 
his Life of Mozart says about this work "The tone of the 
concerto is lively and cheerful; the whole is treated in 
an easy and happy vein of humour, which entertains tbe 
players quite as much as the au::lience." The orchestra 
is treated with a certain measure of independence in this 
concerto, an:i the distinction between "tutti" an:i accom-
paniment is not a very marked one. Rather, the soloists 
and the orchestra mutually assist and promote each other 
and "their union results in a perfect work of art." (Jahn) 
No record exists of a public performance by the 
t hree ladies, to whom tbe work was dedicated. The premiere 
took place in Augsburg, on October 22, 1777. An organist 
of Augsburg, J. M. Demmler played the first part, Mozart 
himself the second, and the piano manufacturer Stein too 
third. Mozart must have enjoyed this concerto very much, 
for its performances were repeated. About a performance 
in Iv1annheim Mozart writes in a letter to his father, dated 
March 24, 1778, as follows: II Madelle Rosl Cannabich 
spiellte das Erste, Madelle We ber das zweyte und Madelle 
Pierron (searius unser haus-Nymphe) das dritte. wir haben 
drey Proben gemacht, und es ist recht gut gegangen. 111 
The Concerto for Two Claviers in E-flat Major (KV 365) 
1 11 
••• Miss Rosl Cannabich played the first, 
Weber the second and Miss Perron the third clavier. 
three rehearsals, and i t went pretty well." 
.Miss 
We had 
was written in 17791 or 17802 at Salzburg. It may have 
been composed by Mozart with the intention or rendering it 
a performance together with his sister, Maria Anna. There 
is no record, however, that they ever played it in public. 
Instead Mozart performed this concerto twice with his pupil 
Josephine Aurnhammer. The latter also seems to have been 
instrumental in the creation of the Sonata in D-Major 
(KV 448), and probably was a motivating force for the 
inception of another sonata for two keyboards which, how-
ever, remained a fragment. (Anh. 42) 
Mozart's association with this young lady was both 
interesting and amusing, for in a letter to his father, 
Mozart writes on June 27, 1781: " ••• I dine almost daily 
with Herr Aurnhammer; the young lady is a horror - but she 
plays divinely." 
The Concerto is in three movements with tre 
indications Allegro-Andante, Rondeaux-Allegro. The auto-
graph of the work is preserved in the Prussian State 
Library in Berlin. The title or the original manuscript 
reads Concerto a Due Cembali and there is doubt whether 
this work was meant to be played on two harpsichords or 
on two pianofortes, the newer instrument being preferred 
by Mozart himself. 
1 According to Koechel. 
2According to Andre. 
The major works for two solo pianofortes are the 
Fugue in C-Minor (KV 426), and the Sonata in D-Major (KV 448). 
Einstein says about these two works: Mozart ••• yielded to 
the desire to write for two pianos ••• only twice, for in both 
cases he produced incomparable masterpieces.l 
As to the Fugue in C-Minor2 (KV 426) this work has 
been known in two versions: the one for two claviers, and 
another for string quartet. The primary scoring is for two 
claviers and was completed on December 23, 1782 at Vienna. 
The arrangement for string quartet, enlarged by a short 
Adagio serving as an introduction (KV 546) was written in 
June 1788. 
This composition was intended for ~rformance on two 
pianofortes or harpsichords, for the title inscription reads: 
~ ~Due Cembali. di Wolfgango Amadeo Mozart ~· Vienna 
li 29 di decembre 1782. Until 1934, the autograph was known 
to be in the possession of the estate of Edward Speyer at 
Ridgehurst, near London. 
There are some directions available as to the manner 
in which Mozart wishes this great fugue to be performed. The 
particular informa. tion is gained from a letter to his sister, 
(dated April 20, 1783) which accompanied the manuscript, and 
then was sent to re r: "I have taken care to write "andante 
maestoso" on it, that it may not be played too fast; for, 
if a. fugue is not played slowly, the recurripg subject is 
not distinctly and clearly heard, and so loses its effect." 
This express ion of concern a bout the correct tempo is only an 
indication of the fact that Mozart saw himself preeminently 
1Eins tein, "Mozart," p. 273. 
2 See p. 21. 
- ·rv-
occupied with the work. 
The other important vo rk for two solo pianofcr tes 
was the Grand Sonata in D-Major (KV 448), composed in 
Vienna. The Koechel Verzeichnis (revised by Einstein) gives 
November of the year 1781 as the date of this composition. 
This is evidenced in Mozart's letter to his father (dated 
November 24, 1781), in Which he reports on a private con-
cert at Aurnhammer's as follows: " ••• wir (i.e. Mozart and 
Miss Aurnhammer) .ha ben das Concert a Due gespiell t, und 
eine Senate in Zweyen, die ich express dazu componiert habe, 
und die allain success gehabt hat •••• nl Additional evidence 
can be found in Mozart's letter of January 9, 1782, in which 
he writes: " ••• bey der Senate auf 2 Clavier hat die frl: v. 
Aurnha.mmer die Erste Parthie gespiellt •• 112 The original 
manuscript of the work was last known to be preserved in 
the Veste Koburg, a possession of Duke Ernst. 
The Sonata in D-Major is in three movements, marked 
Allegro£~ spirito; Andante; Allegro molto. The first 
movement has a spirited principal theme and a captivating 
and charming secondary subject. Brilliant passages ahound 
in a.l"ltiphonal discourse. While mostly momophonic in kind, 
the texture contains a fine oo ntrapuntal passage at the 
beginning of the development section. The latter is unusually 
short. The second movement breathes that serene and untroubled 
beauty which Mozart was capable of creati~ with such an in-
ln ••. we (Mozart and Miss Aurnhammer) played the Con-
certo for Two, and thereafter a Sonata for Two, which I 
specially c omposed for this event and which alone was very 
successfUl •• " 
2 
n •• Miss Aurnhammer played the first part of the 
Sonata for Two C 1a viers ••• " 
-r..L-
defatigable pen. The melodic lines are drawn with warmth 
of feeling, ani the element of melancholy at all times is 
balanced by rhythmic poise. The concluding movement, 
Allegro molto, has the outline of a rondo, but the spirit 
of the contents a 11 bil.ll.t renders meaningless the IlE chanical 
aspects of formal composition. The movement abounds in 
joviality and good humor. 
Mozart himself must have felt the suitability of 
the two-keyboard medium as an ideal vehicle for his crea-
tive expression. A number of extant fragments provide the 
affirmation necessary to justify such an assumption. There 
exist no less than four manuscripts from Mozart's own hand, 
all of which constitute fragmentary compositions for two 
pianofortes. These fragments do not have the features of 
mere trial runs. Rather, each appears to possess qualities 
which would indicate Mozart's intention to complete each 
fragment as an entire work. 
The manuscripts of the four fragmentary two-piano 
compositions are listed in the Loechel Verzeichnis Anhang 
#42, #43, #44 and # 45. 
Tre fragment, marked as Anha.ng #42 represents the 
beginning of a Sonata for two claviers. The key is that of 
B-flat Major and only 52 measures have been preserved, eight 
measures of an Adagio (Grave) and 44 measures of a Presto 
movement. The autograph is kept in Paris in the collection 
of Ch. Malherbe which forms a part of the Bibliotheque du 
Conservatoire. The title is inscribed Sonata a 2 Cembali 
ana ~He composition was begun in spring 1782. 
-,,.,.,-
The fragment of another Sonata for two pianofortes 
can be viewed in autograph at Salzburg, where it is kept 
at the Mozarteum. Listed in the Koechel Verzeichnis 
Anhang #43, this sonata also has the tonality of B-flat 
Major. In 2/4 time, it breaks off only after 16 measures. 
The dedication from Mozart 1 s hand reads "per la Digna 
Constanza Weber - Ah-". 
The fragmentary Allegretto for two pianofortes 
(Koechel AnhaAS #44), is controversial so far as the date of 
its composition is concerned. The au to graph is among the 
manuscripts at the Mozarteum in Salzburg and the fragment is 
marked "Alla breve." It consists of only twenty-two measures 
and is in the key of C-Minor. Because of the sameness of 
tonality, Einstein deducts the probability that the Allegro 
was intended as an introduction to the fugue in C-Minor, 
since it was composed at Vienna in December of the year 1782, 
and the fugue having been completed there on December 29, 1782. 
The fourth of the fragments, Anhang #45, also belongs 
to the manuscripts at the Mozarteum. This composition is an-
other beginning of a fugue for two c 1a viers. However, these 
twenty-three n~asures (written in 3/4 time and in the key of 
G-Major), reveal a basic character altogether different from 
that of the great Fugue inC-Minor. The autograph bears the 
title~~ due Cembali and Einstein puts this composition 
into the spring of 1782. 
Besides his great interest in the two-keyboard field, 
Mozart also wrote a number of compositions for four hands on 
one keyboard, and it can be construed that some of these duets 
-,....;-
may indeed have been intended for performance on two 
claviers. 
Mozart wrote his first composition for one piano, 
four hands when he was only nine years old. Tre Sonata in 
C-Major (KV 19d) was composed in the spring of 1765 in 
London and gives a very interesting picture of the ensemble 
playing of Wolfgang and his sister Nannerl. It is question-
able whether or not this sonata was written under the influence 
of Johann Christian Bach. This little piece is quite naive in 
character, but shows many possibilities of duet playing. 
On May 13, 1765 the two Mozarts gave a concert in 
London where this piece was performed for the first time. 
They played on a Kielfluegel with a pedal--especially built 
for Frederic the Great; this apparently was also the occa-
sion for which Mozart wrote this piece. The autograph of 
this sonata is lost. In a letter to Lorenz Hagenauer, 
Leopold Mozart writes on July 9, 1765: " ••• In London hat 
Wolfgangerl sein erstes Stueck fuer vier Haende Gemacht. Es 
war bis dahin noch nirgends eine vierhaendige Sonate gemacht 
worden."l This statement is questionable. For some unknown 
reason this sonata did not appear until sometime between 
1789 and 1791. 
The history of the Four Hand Sonata in C-Major 
(KV 521), (composed on May 29, 1787 at Vienna), reveals 
the fact that Mozart submitted the composition to the 
1
schiedermair, Vol. IV, page 395. 11 ••• In London 
Wolfgangerl composed his first piece for four hands. Up 
to this time there has been no sonata yet for four hands ••• " 
recipients in two separate parts, inscribed Cembalo Imo, 
and ' Cembalo Ildo respectively. The two cembalo parts are 
treated as of equal importance and the two parts engage 
in a friendly rivalry, providing a most brilliant effect, 
especially in the opening and closing movements. It is of 
great significance that Mozart marks the original manu-
script as if the work were to be performed definitely on 
two claviers. Einstein therefore concludes that the work 
was fully intended to be thus rendered, ani that the composi-
tion can gain only by being played on two instruments. The 
two parts of the autograph are at the Fitzwilliam Museum in 
Cambridge. 
Another work which originally seems to have been 
intended for two claviers isthe Andante with Five Variations 
----
(KV 501) composed November 4, 1786 in Vienna. The manu-
script here again shows the inscription Cembalo Imo and 
Cembalo Ildo, but these specific indications for two separate 
claviers have been scratched out and replaced by the direc-
tions to use mano dritta and~ sinistra. The similarity 
of concept and intention between the Andante and Variations 
and the Sonata KV 521 is apparent. 
The Sonata in F-Major for four-hand duet (KV 497) 
is a work that naturally could be played also on two instru-
ments, like all four-hand duets. Composed at the height of 
Mozart's creative life (August 1786 in Vienna), this work 
is one of the finest specimens · of the entire chamber-music 
literature. Berkowitz says, that 11 it is a model for all 
other four-hand music and is prevaded by that atmosphere 
of sublimity which is felt in Mozart's greatest products.n 
Other works for four hands on one keyboard are the 
Sonata in B-flat Major, (KV 358), composed in 1774 in 
Salzburg; the Sonata in D-Major, (KV 381), composed in 
1772; a Sonata ig G-Major (KV 357) (a fragment and com-
posed in 1786); and a Fugue in G-Minor, (KV 401), (also 
unfinished), composed at Vienna in 1782 for two or four 
hands. 1 
There is reason to believe that Mozart himself 
derived a great deal of satisfaction from his creative 
work in the two-keyboard idiom. 
1 
Bernhard Paumgartner, "Mozart," p. 640. 
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The Contributions of Ludwig Van Beethoven 
Interest and concern within this discussion are 
limited to Beethoven's apparent failure to write for the 
combination of two pianos. One reason why he did not 
feel drawn to the medium of two piano work may have been 
a physical factor. The perfection of the piano mechanism, 
still a recent invention, was fully under way. A great 
flowering of solo virtuosity set in. This type of vir-
tuosic display included technical mastery and prowess as 
much as the ability to convey the all-embracing spirit of 
the revolution, unrest and change; it projected the mes-
sage of liberty and demonstrated how one's entire emotional 
life could be poured into and expressed through one single 
medium. 
The extended range of the pianoforte offered a 
definite challEnge to the soloist to set himself up as the 
master of the added resources. With so much opportunity 
for discovery, a pronounced individualist like Beethoven 
hardly could think of sharing the platform of newly-won 
musical freedom with another pianist. As far as he was 
concerned, the tl~irty-two piano sonatas which he composed 
over a period of twenty-six years, constituted his pianistic 
credo. In them he reached so complete a measure of self-
fulfillment that after composing the last of the sonatas 
(opus 111), he lived on for five years without writing an-
' 
t 
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other• Indeed, he had exhausted fully the possibilities 
of tl~ sonata form and the sonorities of the instrument 
as he envisioned them and having nothing more to say he 
preferred to remain silent. 
By not writing for the combination of two piano-
fortes, there is reason to believe that Beethoven actually 
could not visualize the medium itself at that time. There 
would seem to be no room for speculation whether he would 
have discovered duo-pianism for himself had he lived 
longer. As a piano virtuoso, he was of a pronounced solois-
tic temp~rament; the solo instrument brought out his roman-
tic-revolutionary individuality most strongly and effectively. 
Beethoven's musical age was that of homophonic forms 
of texture. This is to say that he mainly created music in 
which a sing le voice was reigning supreme over the rest of 
the tonal material; the latter served largely the function 
of filling in. It seems likely that the combination of two 
pianofortes, calling for a contrapuntal treatment and a 
concertante style as its dominant features. This not only 
offered no adv,antag es to Beethoven's principal structure 
of piano composition, but actually proved antic lima tic to 
the means of expression which he and the Romanticists had 
just begun to discover for themselves. 
Beethoven did write for four hands on one piano, 
the only evidence of a slight interest in piano ensemble 
playing . These works include a Sonata in D-Major, opus 6, 
• 
ii 
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a Gavotte in F-Major, Variations in 0-Major on ~ theme of 
Count Waldstein, Six Variations (Lied mit Veraenderungen) 
in D-Majo£, Three Marches, opus 45, and the Great Fugue, 
opus 134 (taken from the String Quartet, opus 130.) 
There is a Whole period and a very importaBt one, 
in Beethoven's youth when every work bore some relation 
to Mozart. Both composers use the same langtmge even if 
the proportions are not the same. The stamp of Mozart is 
discernible in all of the works of the young Beethoven, 
although under all exterior resemblances may be observ~d 
a certain brusqueness, a concentrated passion, and a tinge 
of pianistic virtuosity. 
It is not easy to determine the precise . limits of 
the influence of Mozart on the growing Beethoven. It is 
well known that at various periods Beethoven was subjected 
to this influence; but the biographers have con ten ted. them-
selves with mentioning the fact. Theodore von Frimmel in 
his Beethoven studies 1 is the first to enumerate several 
works actually inspired by Mozart, but many of these belong 
to the mature Beethoven. 
The small Sonata for four hands in D-Major, .££~ 6, 
is a friendly, lively piece, which, though closely related 
to Mozart already "breathes the Beethovenian spirit." It 
consists of only two movements (Allegro molto and Rondo, 
1 Frimmel: Neue Beethoveniana 
-88-
Moderato) , and was probably composed in 1796-97 . The first 
movement is very simple in construction and opens with the 
following theme: 
Allegro molto 
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The second movement, the Rondo, is melodically somewhat 
wider, and as pleasant and delightful . 
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Beethoven wrote this little piece for instructive 
purposes and it was published in 1797 by Artaria. The title 
page reads: "Sonata - a quatre Mains - Pour le Clavecin au 
Forte Piano - Compose par - Lovis van Beethoven - Oeuvre 6 -
A Vienne chez Artaria et Comp." 
The present edition of an only recently published 
Gavotte in F-Major by Beethoven is due to investigations 
made in 1908 by Georges de st. Foix and Theodore de Wyzewa 
with the object of establishing the authenticity of certain 
autographs manuscripts heretofore attributed to Mozart. 
These manuscripts, originally in the possession of 
the Empercr of Austria, were presented by him, oddly enough, 
to no less a person than the Sultan Abdul Aziz of Turkey, 
who subsequently gave them to his music director Guatelli 
Pasha. The well known English collector .Julian :Marshall 
bought them from Guatelli 1 s son and they were acquired 
ultimately by the British Museum. 
A close examination of these manuscripts resulted 
in the startling conclusion that not only had a serious 
error been committed in attributing them to Mozart, but 
that the idiosyncrasies of style and handwriting proved 
beyond the possibility of doubt that they could have emanated 
from no other pen than that of Beethoven. 
This charming Gavotte, which represents Beethoven 
in his earliest and consequently most 11 Mo zartian" period 
(about 1786), was played for the first time by Olga Samaroff 
i 
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and Harold Bauer at a concert given by the Beethoven 
Associ at ion on January 13, 1920, in New York. 
This Gavotte consists of only one movement, 
Andan tino , and there are only seventy-seven measures 
in the composition. 
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Besides this Gavotte there are two other works for 
four han ds treasu red by the British Museum, accredited to 
Moz art and listed in the New Koechel Supplement, No. 4la. 
They are an Allegro in B-flat Major, 3/4 time, (170 measures), 
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and a Marzia lugubre in C-Minor, consisting of only six 
measures. 
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The character of the handwriting, the methods af 
composition, a certain mixture of original ideas and a 
virtuosity (often brilliant), point up the probability 
that these are curious and important specimens of the art 
of young Beethoven--compositions which go back to the 
period between 1785 to 1795 and which we would really 
call 11 Mozartian." 
The charming pieces for four hands all exude the 
perfume of Mozart, and notably so, the Gavotte Andantino. 
The Allegro which follows is full of spirit and already 
makes use of unexpected modulations. The Marzia lugubre 
almost conjures up the beginning of tba. t astounding master-
piece, the second movement of the Heroic Symphony. 
Two sets of variations are credited to the Bonn 
period because of their place of publication and other 
bibliographical considerations. They are the Variations 
in A-Major on a theme from Di t tersdorf's opera Das rote 
Kaeppchen and the Variations for four hands on a theme ~ 
Count Waldstein. They were published about 1794 by Simrock 
in Bonn and were among the first works to be published in 
Beethoven's home town. Beethoven's intimate association 
with Waldstein in Bonn is a familiar story. The Variations 
on a theme of his own seem likely to have been a product 
of a wish expressed by the Count. That Beethoven seldom 
wrote for four hands, and certainly not without a special 
reason is an accepted fact. 
•• 
In a letter to Simrock in Bonn, dated June 18, 
1794, Beethoven wrltes: 
••• mein Bruder sagte mir hier, dass Sie n:e ine 
Variationen zu vier Haenden schon gestochen haetten 
oder doch stechen wuerden. Das Anfragen deswegen 
bei mir, duenkt mich, waere doch wohl der Muehe 
wert gewesen; - wenn ich nun ebenso gehandelt haette 
und jetzt dieselben Variationen dem Artaria verkaufte, 
da Sie sie jetzt stechen ••••• Sollte er bereits 
begonnen sein, so schicke ich Ihnen von hier durch 
eine Gelegenheit an meinen Freund den Grafen Waldstein, 
das Manuscript davon, wonach Sie denn stechen koennen, 
weil darin verschiednes verbessert ist, und ich doch 
wenigstens wuensche, meine Sachen in ihrer moeglichen 
Vollkommenheit erscheinen zu sehen. Sonst war ich 
nicht Willens jetzt Variationen herauszugeben, da ich 
erst warten wollte, bus einige wichtigere Werke von 
mir in der Welt waeren, die nun bald herauskommen 
werden •.• 1 
This makes it quite evident that the work was published 
against the wishes of Beethoven and that not the manuscript 
but a copy of it was used as a model. 
On August 2, 1794, Beethoven again wrote to 
Simrock: 
1 
••• my brother told me that you already have, or 
were about to print my Variations for 4 hands. It seems 
to me th8.t it might have been worthwhile to ask for my 
opinion about this; -if I would act in the same manner ani 
would sell same variations to Artaria ••• Should you have 
started already I am sending you herewith, through a 
courtesy to my friend the Count Wa ldheim the manuscript. 
You will be able to see from it that there are many 
corrections, for I at least wish to see my works appear 
in as nearly a perfect way as possible. Otherwise, I 
would not have wanted to have Variations published at 
this time as I wished to wait until there would have been 
some more important works of mine in the world. Those will 
appear soon ••• 
{· 
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••. Ich verdiene ein bisschen von Ihnen 
ausgeputzt zu werden, weil ich Ihnen so lange 
Ihre Variationen zurueckgehalten habe ••. Was daran 
fehlt werden Sie selbst finden; uebrigens muss ich 
Ihnen Glueck wuenschen in Ansehung Ihres Stiches, 
der schoen, deutlich und lesbar ist ••• l 
The inscription on the original edition (August/ 
September 1794) reads: Variations - a quatre mains -
pour le Piano Forte - sur un Theme - de - Monsieur le 
Comte d e Waldstein - Composees - par - Louis van Beethoven -
chez Simrock a Bonn." The autograph of these Variations is 
at the Conservatoire de Musique in Paris. 
With regard to these Variations, it must not be 
forgotten that a 11 along Beethoven had been writing various 
compositions for strings ani orchestral instruments, ar:rl 
there is no doubt that the diction used for these crept 
into his piano style. Indeed the individual and dialogue 
manner of writing for them accounted a good deal for the 
closely-woven thematic style typical of his works in 
Theme: 
Variation #1 
T 
ln ••• I deserve a scolding from you for holding back 
your variations far so long; •.• you wi 11 see for yourself 
what is lacking in them; b,r the say, I must congratulate you 
on the engraving, which is pleasant to look at, cJe ar ani 
eligible ••• 11 
Variation #4 
Hence one may trace the staccato flute in the 
first variation, the scintillating violin in the second, 
the interjected mournful clarinet in the fourth, and so 
on. The variations are in the melodic style and though 
not very ingenious, interesting and well contrasted. 
The Six Variations (Lied mit Veraenderungen) on 
Goethes poem Ich denke Dein were composed in the years 
1799 and 1803-04. On May 23, 1799 Beethoven wrote 
Variations No. 1, 2, 4 and 5 into the album of the sisters 
Brunswick with the following dedication: 
In das Stammbuch der beyden Comtessen - von 
Brunswick -. Ich wuensche nichts so sehr, als 
dass Sie sich zuweilen beym durchspielen and singen 
dieses kleinen musikalischen Opfers, erinnern 
moegen an ihren sie wahrhaft verehrlnden Ludwig 
van Beethoven, Wien 2et May, 1799. 11 
111 Into the album of the two countesses von 
Brunswick. It is my greatest desire that while playing 
and s ingin.g of this my srm 11 musical offering you may 
remember your Ludwig van Beethoven. Vienna, May 23, 1799. 11 
-uv-
On September 22, 1803, Beethoven wrote to 
Hofmeister and Kuehnel in Leipzig: 
Vielleicht kann ich Ihnen statt der Variationen 
mit Violoncell und Violine vierhaendige Variationen 
ueber ein Lied von mir, wo die Poesie von Goethe 
wird ebenfalls dabei muessen gestochen werden, da 
ich diese V als Andenken in ein Stammbuch geschrieben 
und sie fuer besser wie die anderen (opus 44) halte ••• l 
The Variations No. 3 and No. 4 were composed 
separately in 1803 and 1804 and published in 1805 as a whole 
in Vienna. 
On October 15, 1810 Beethoven again wrote to 
Breitkopf ani Haertel: 
••• sie sollten das 1 ich denke dein' zu dieser 
Sammlung (opus 75) hinzutun, ich habe es so allein 
gestochen gesehen, und es war auch hierin irg endwo 
ein falscher Mordent angebracht~ da ich's nicht 
habe, erinnere ich nicht, wo ••• 
Thus his wish to have these variations printed with opus 75 
was rejected. 
The album of the Brunswick sisters, as well as the 
autograph of the later composed variations #3 and #4, 
are lost. 
111May be I could replace the Variations with r cello 
and violin with four-hand Variations on a song by me, where 
the poetry by Goethe will also have to be included, for I 
have written these V as a memento into an album and think 
that they are better than the others (opus 44)." 
211 You should add the 'lch denke dein' to this col-
lection (opus 75). I have seen it engraved separately and 
this contained some wrong mordents. But as I do not have 
that copy I do not remember where ••• " 
-• 
• 
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From a letter of the Countess Giulietta Guicciardi 
to her cousin Therese Brunswick, dated August 2, 1803, it 
becomes evident that Beethoven must have asked for the al-
bum because of the additions and possible publications. 
She says: n ••• Mit Beethoven sprach ich von Deinen 
kleinen vierhaendigen Variationen. Ich zankte ihn darueber 
aus, er versprach alles. Du sollst sie bald sieder haben."l 
But a few months later, on November 1, 1803, Charlotte 
Brunswick wrote to her brother Franzi " ••• Beethoven laesst 
garnichts von sich hoeren; das quattro mani aus dem 
Stammbuch hat er noch immer •• n 2 
Musically these variations on the song theme are 
very unassuming , mostly melodic in style and of no parti-
cul~r merit. As they were meant to be played and sung at 
the •Hausmusikabende' of the Brunswicks, they are simple 
and easy to perform. 
The theme is as follows: 
trah1t Ich denke "'~'1' . ,.., 11 1 J.mmer ~P.t"~ue en 
m(.i .l 
lur talked with Beethoven about your little four-
hand variations. I was angry with him and he promised 
everything. You sha 11 have them again soon. 11 
2 11 Beethoven does not write at all. He still has 
the qua ttro mani from the album ••• n 
-";J'f-
The Three Marches~: opus 45 are in the keys of 
C-Major, E-flat Major and D-Major and were composed in 
1802-1803. Sketches for them were made while Beethoven 
worked on the Funeral March of the Eroica Symphony. 
Marcia I - Allegro ma non troppo 
Marcia II - Vivace 
- -
u 
Marcia III - Vivace 
' 
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These Marches were ordered by Count Brown, and in 
a letter to Ferdinand Luib, dated May 28, 1852, Foerster 
writes: 
He (Beethoven) composed the part of the second march 
while giving me a lesson on a sonata which I had to 
play in the evening at the Count's house at a little 
concert - a thing that still seems incomprehensible 
to me. I was also to play the marches on the same 
occasion with him. vV!:lile we were playing young 
Count P ••••• sitting in the doorway leading to the 
next room spoke so loudly and continuously with a 
pretty woman, that Beethoven, after several efforts 
had vainly been made to secure quiet, suddenly took 
my hands from the keyboard in the middle of the 
music , jumped up and said loudly : "I will not play 
for such swinel" All efforts to get him to return to 
the pianoforte were made in vain, and he would not 
even allow me to play the sonata. So the music c·ame 
to an end in the midst of much ill humor. - In 
composing Beethoven tested his pieces at the piano-
forte until he found them to his liking, and sang 
the while . His voice in singing was hideous. It 
was thus Czerny heard him at work on the four-hand 
Marches while waiting in a side room.l 
According to Jahn's papers this statement came 
also from Czerny. The autograph of these Marches is missing, 
but the original title page reads: 
Trois Grandes Marches - pour le Pianoforte, a quatre 
mains - composees et dediees - a son Altese - Madame 
la Princesse regnante d' Esterhazy - nee Princesse de 
Lichtenstein - par Louis van Beethoven, Oeuvre 45. 11 
During the summer of 1802 Beethoven asked in a 
letter to Ries : " •.. obs wahr ist, dass Graf Browne die 
zwei Maersche schon zum Stich gegeben hat •• " 2 
1H.E. Krehbiel: The Life of Ludwig van Beethoven, 
vol. I, p. 356 
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••• is it true that Count Brown has submitted two 
Marches to be engraved ••• 11 
In October, 1803, Beethoven is offering the three Marches 
to Breitkopf and Haertel in Leipzig: " •.• 3) Drei Maersche 
zu vier Haenden, die leicht aber doch nicht ganz klein 
sind, woven aber der letztere so gross ist, dass er der 
Marsch dreier Maersche Heissen kann •.• 111 These three 
Marches, opus 45 are straightforward, tuneful and to some 
extent characteristic, but very short and simple. 
Beethoven's String Quartet in B-flat (opus 130), 
of which the Grosse Fuge originally formed the Finale, 
was first performed in Vienna on March 21, 1826. Its 
success was such that the second and fourth movements 
Presto and Danza alla tedesca had to be repeated, while 
on the other hand the Fugue was not appreciated either by 
the public or the critics. Beethoven's friends urged him 
to write another movement to replace the Fugue and the 
publisher Mathias Artaria, who had purchased the Quartet, 
offered to publish the Fugue separately, providing that 
the composer would furnish an arrangement for piano, four 
hands, and w ri te a new finale for the Q.uarte t. This , 
Beethoven finally consented t o do, and at his request the 
pianist Anton Halm was commissioned to make the transcription. 
The result proving unsatisfactory, Beethoven wrote a piano 
arrangement himself. This version was published by Artaria 
on March 10, 1827 as opus 134, simultaneously with the 
String Quartet, which was published as opus 133. 
111 
••• 3) Three Marches for four hands, which are easy 
but not too small; the last one is as big so it could be 
called tre march of three marches •• " 
i 
There must have been quite a demand for this work 
(" •. es ist schon viele Nachfrage urn die Fuge zu vier 
Haenden fuer Pianoforte arrangiert"), for Artaria decided 
to pay Beethoven twelve ducats in gold in addition to what 
he had already paid to Halm. 1 
In connection with this Fugue there may also stand 
the little canon Da ist das Werk, sorgt urn das Geld 
12 Dukaten. 2 
This humorous canon is said to be Beethoven's last 
composition. The whole is carried out as a five-voice-
canon, in which three different rhythms are combined, while 
the counting of the money (one, two, three and so on) goes 
on in a kind of chatter, in running triplets and broken 
triads. (10 measures) 
According to Hans Halm' s Das Y{_erk Beethovens this 
canon stands . in direct connection with the Grande Fugue for 
four hands. La~er Artaria planned to pub lish Anton Halm's 
arrangement as opus 132. Karl Holz writes about this pos-
sibility and states that " ••• den Halmschen kann er im 
Feuer v e rgulden lassen •... 11 3 
111 
••• there is much demand for this fugue, arranged 
for pianoforte, four hands •• 11 
211 Here is the work, now take care of the money -
12 ducats." 
311 The work of Ha lm could be paid in the fire." 
-lUl-
At the head of this work Beethoven wrote the 
f'ollowing title: 
:! Grande Fugue - tantot libre, tantot recherchee -
pour 2 Violons, Alte & Violoncelle - Oeuvre 133 -
de Louis van Beethoven- dediee •• Rudolphe-
Ar.ehduc d' Austriche - ••••• - et arrangee- pour 
le Pianoforte a quatre mains - par - L'auteur 
meme - Oeuvre 134 • 
. In the original manuscript the twenty-nine bars 
which precede the fugue exposition were entitled Overtura. 
We find in the fugue two oppositional subjects, one gentle 
melancholic 
Subject !: 
and the other exuberant in its gaiety. 
Subject B: 
After the presentation of' the two subjects, open war 
begins between careless merriment and serious thought, the 
latter gradually winning over its thoughtless and f'rivolous 
opponent. To obtain this result Beethoven adopts the f'ol-
lowing procedure: The fugue is sharply divided into three 
parts, the twenty-nine bars prelude not included. 
The entire f'irst part is devoted to the joyous 
subject B in a complete fugue with all its regular entries 
separated by four episodes), and ends with an exposition 
in altered rhythm. In this, the aspect of' the subject, 
till then very deci~ed, seems to be undergoing a change: 
This last exposition guides the fugue towards the tonality 
of G-fla t Major. 
The second part presents the expressive subject A 
in this same key of G-flat, in a short fugue (two entries 
and two episodes). This theme leads back to the principal 
key (B-flat Major) by means of an exposition in altered 
rhythm, as in the first part. 
After this the idea changes its grounds and moves away to 
the very distant key of A-flat Major, where it settles 
down at some length through the four entries in augmenta-
tion, followed by an episode which inclines toward the sub-
dominant. 
The third part opens with a long ep~sode in which 
the two subjects are brought face to face, subject A tending 
by the rough ejaculations, to bridle the exhuberant per-
formances of its rival. 
Failing to impose itself by force, subje~ A makes 
an attempt by a process of infiltration. It enters in 
fragments and in all manner of ways, by direct or contrary 
~-
-~o.:r--
motion, always accompanied by the capricious twists and 
turns of the other individual; then, after twenty-two bars 
of uneasy hesitation, it comes to a decision, and it 
starts off cheerfully in the principal key, where it set-
tles down in long, held notes. A last brief attempt on 
the part of subject ~ to gain the upper hand is soon 
repressed, and subject A takes charge of ~he conclusion, 
subject ~ being reduced to the secondary role of a counter-
subject. 
One remaining aspect of this amazing work should 
not be disregarded. It is preeminently the most striking 
manifestation of the Master's impulse to abstraction. 
Its nearest analogy is the fugue in the piano sonata opus 
106, in which Beethoven's monumental architectonic was 
achieved with an almost ruthless, yet superb disragard 
of essential euphony. 
Besides these early or later works which Beethoven 
wrote for the pianoforte for four-hands, there is also 
evidence that he planned to write a sonata for four hands 
for Diabelli. In a letter (dated August 24, 1824, 
Beethoven writes to Diabelli: 
:'Es war mir nicht moeglich ihnen eher zu schreiben, 
sie wuenschen eine grosse vierhaendige Sonata. 
Es liegt zwar nicht in meinem Wege d.g. zu 
schreiben, aber ich will ihnen gern meine Bereit-
willigkeit zeigen, und werde sie schreiben. 
Vielleicht laesst es meine Zeit zu, ihnen selbe 
frueher ala Sie wuenschen verschaffen zu koennen •••• 
wenn ich das Honorar auf 80 # in Gold festsetze ••• 
• 
•lU4-
denn wenn sie dies einwilligen, so muesste ich es 
bald wissen, was den1Ton anbelangt, so bin ich damit einverstanden. 
According to Nottebohm the desired tonality for this 
sonata was F-Major. To our knowledge, this sonata was 
never composed. 
The foregoing data give evidence that almost a 11 
four-hand works (except the Grosse Fuge) by Beethoven were 
written in his early years, and matnly for the benefit of 
his patrons. Once his independence had been established, 
economically and artistically, he ignored the idea of the 
piano-ensemble and preferred to make his chosen instrument 
the lone voice of his lonely soul. 
1 
"It was not possible for me to write to you 
sooner. You want a big sonata for four hands. Although 
it is not convenient for me to write one now, I want to 
show you my willingness by composing it. Perhaps my time 
will :1:2 rmi t me to send it to you even sooner than you 
desired it •••• I would like to name the fee of 80# in 
gold and if you agree, I would have to know it soon. In 
regard to the tomlity, it is alright with me. 11 
, 
Contemporaries of Mozart and Beethoven 
Georg Christoph Wagenseil, (1715-1777), was a 
South German. The name of Wagenseil, which in his own 
time identified an important musical figure, now has be-
come all but obscure. Yet, an early and definite imp-
ression was exerted by Wagenseil upon the young Mozart 
who saw his clavier works in London as early as 1764. 
Of particular importance is the fact that 
Wagenseil was the composer of a Concerto for Two Clavier!} 
The score of this concerto is expressly mentioned by 
Mozart's father, Leopold (in November of 1767), as being 
in the family's possession. 2 No doubt it was shown to the 
children. The manuscript of this concerto is now kept in 
the archives of the Gesellschaft der Musikfreunde in 
Vienna. Besides the double-concerto, there exists also 
a Divertimento for Two Claviers (opus 5). It can be as-
sumed that this composition likewise came to Mozart's at-
tention. 
Among Bohemian composers, the one most admired by 
Mozart was Georg Benda (1721-1795). Indeed one may say 
that Benda's melodramas and ~spiele were among the 
stimuli for the later compositions of Mozart. On November 12, 
1778 Mozart wrote from munich to his father: " ••• sie wissen 
1Listed by Prosnitz and Eitner 
2Einstein: "Mozart," p. 290 
' 
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dass Benda unter den lutherischen Kapellmeistern immer 
mein Liebling war. Ich liebe diese zwey Wercke {Medea 
and Ariadne au-r Naxos) so, dass ich sie immer bey mir 
-~" h nl .~.. ue re •••• 
Benda wrote little and published less be-rore the 
age of fifty-two. It was then that he appeared as a mas-
ter and initiator of a new species of music--the duodramas--
and he was much admired by his contemporaries. Besides his 
works for the stage, Benda wrote Masses, a Kyrie, a Magni-
ficat and other works for the church. Alt:rmnn• s 
Klavierverzeichnis lists a Sonata for Two Pianos of his pen, 
supposedly composed in 1773, and in form of a manuscript. 
Charles Burney (1726-1814) was an English musico-
logist who was educated .for a practical musical career. He 
studied the organ with several masters and composition with 
Dr. Thomas Arne. From 1749 to 1760 he was a church organist 
in London and Norfolk. It was there tha. t he evolved the 
plan for his General History of Music, of which the first 
volume appeared in 1766. The succeeding three volumes were 
published at intervals during the next thirteen years. His 
compositions for harpsichord, organ, strings, and others, 
were frequently performed durlng his lifetime. 
Among his compositions for the keyboard are found 
three works for two performers: Four Sonatas or Duets for 
1 Schiedermair, "Briefe Mozarts." " ••• You know that 
Benda was always my favourite among the Lutheran kapell-
meisters. I l ove these two works so much that I carry them 
about with me •••• " 
Two Performers upon One Forte-Piano ~ Harpsichord, 
composed in 1777, and published at Dessau as Drey Sonaten 
ruer das Klavier als Doppelstuecke fuer zwey Personen. 
This composition is thought to be the first work for key-
board duet to appear in print. In the preface to this work 
Charles Burney says: 
The inconvenience of having two harpsichords, or two 
pianoforte, in the same IUom ••• have prevented the 
cultivation of this species of music •••• The playing of 
Duets, by two Performers upon One Instrument, is, 
however attended with nearly as many advantages with-
out the inconvenience of crowding a room ••••• and 
though at first the near approach of the hands of the 
different persons may seem a~kward and embarrassing, 
a little use and contrivance with respect of the 
manner of placing them, and the choic! of fingers, 
will soon remove tha. t difficulty ••••• 
This work was followed by a Second ~ of Four 
Duets for Two Performers (1778). In 1780 he wrote a 
Sonata ~ trois Mains for the harpsichord or pianoforte. 
Perhaps no man living enjoyed a larger circle of 
personal friends than he, which included all the chief 
composers and perforD'J3 rs of the period. 
Joseph Franz Haydn, (1732-1809). Haydn's personal 
style was perfectly suited to the demands of his day. Its 
development was the result of fifty years of struggle, 
search and experiment. He continued where his contem-
poraries had left off in their work of preparation and 
transition. He was quick to reject anything obstructing 
1 Preface to: Charles Burney - 11Sonata for Two 
Performers Upon One Instrument," dated January, 1777. 
L 
r 
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his path or anything unsuited or contrary to his purpose. 
His endeavors embraced every province proper to his art 
and that of the rising generation--instrumental music, 
church music, song, opera, and finally oratorio, the form 
with 'ihich the fully mature master attained the climax of 
his life's work. 
To Mozart, his junior by twenty-four years, Haydn 
was both friend and companion-in-arms. Each in his turn 
learned from the other, Mozart naturally following the 
older composer. 
Haydn's instrumental compositions are occasional 
works in the narrow sense, yet most of his mature produc-
tions in this class were accorded the widest general accep-
tance. It may be of some interest to state that at 
Alexander Juhan's benefit on May 29, 1787, Alexander Reinagle 
introdlced four-hand piano music to American audiences with 
a Sonata Piano Forte of Haydn, played by himself and Juhan. 
The report of the Library of Congress, June 30, 1926, 
describes a collection of music books, temporarily deposited 
at the Library. 
It consists of seven columes of different sizes, 
containing miscellaneous vocal and instrumental 
music, printed in America and England, from ca 
1790 to 1810, as well as a number of manuscript 
copies of such music ••• We meet here with the 
names of Gluck, Handel, Mozart, Haydn, Streibelt, 
Dussek, Kotzeluch, Playel ••• This music proves, 
among other things, to what extent piano duets 
were then in favor, sonatas far two performers 
on one keyboard being much in demand •••• l 
~.D.Herter Norton: "Haydn in America" {before 
1820), article in Musical Quarterly #8, 1932. 
t 
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Joseph Haydn does not appear to have been attracted 
to writing for two pianofortes. The reason for the lack of 
interest in this idiom is more or less subject to specula-
tion. The most likely explanation w:>uld probably be found 
in his preoccupation with other instrumental combinations. 
As it is, Haydn has left only one single four-hand composi-
tion, to be played on one keyboard and entitled: Il Maestro 
~ lo scolare, variazioni ~ quadri mani per~ clavicembalo. 1 
The other works for two pianos (a Sonata in D-Major and a 
Fugue inC-Minor), fo~erly attributed to Haydn,2 without 
any doubt belong into the Mozart catalogue. 
Heinrich Christian Mueller, (1734-1782), was 
organist at the Cathedral in Halberstadt. He wrote Three 
Sonatas for the Clavier ~~doUble piece for Two Persons 
with Four Hands. These sonatas were published in 1783 at 
Dessau, and must be considered as belonging to the earliest 
of their kind. 
Theodore Smith (died after 1783) was born at Hanover, 
Ger nYt, about 1750. He was popular in London as a vocal and 
instrumental composer and wrote church music, songs, concertos 
and sonatas ror piano and for harp and piano. Among his in-
strumental works is a Second Set of Three Favorite Duets 
for two performers on one harpsichord or pianoforte, dedicated 
TO Miss Lucy Thompson. These duets bear quite significant 
1 
2 Altmann: ''Klaviermusikverzeichnis," Leipzig, 1943. 
- .l..J..V-
titles such as How Imperfect is Expression, Water Parted 
from the Sea, Pastorale Andantino, Dearest Creature & C. 
----
usually also with a text in the Secondo part of the 
Andante movement. 
Ernst Wilhelm Wolf, (1735-1792), a brother-in-law 
of J.F.Reichardt, composed a Sonata for four hands for the 
Countess Amalie of Sachsen, in which North German and 
Viennese styles are combined. 
Henri Joseph Riegel, (1741-1799), was a conductor 
and composer. At Mannheim he was a pupil of F. X. Richter 
and at Stuttgart of Jammelli. In 1768 he settled in Paris, 
where Gossec conducted some of his symphonies with success. 
Riegal wrote many works: some small operas and oratorios; 
symphonies for strings; and others. Among his composi-
tions we find a Duo pour deux forte piano. The composition 
is in three movements: Allegro; Siciliano Espressivo; 
Presto Pastorale. 
Johann Wilhelm Haessler (1747-1822) was a German 
organist, pianist and composer. On one of his many concert 
tours, Mozart met and heard him, and there is an interes-
ting record of Mozart's opinion. In a letter to his wife, 
Mozart writes (Dresden, April 16, 1789): 
"Du musst wissen dass . hier ein gewisser Haessler 
(Organist von Erfurt) ist; dieser war auch da - er 
1st ein Schueller von einem Schueller (Joh.Chr. 
Kittel) von Bach. - seine force ist die Orgel, und 
das Clavier (Clavichord) ••• die force von 
diesem Haessler besteht auf der Orgel in fuessen, 
welches, weil hier die Pedale stuffenweise gehen, 
& 
1 aber keine so grosse Kunst ist ••• 
Haessler wrote numerous compositions for the piano-
.forte and the organ. Among his piano works we .find Two 
Sonatas for Three Hands. 2 This was quite an unusual 
combination for the eighteenth century. The possibility 
exists that the two upper voices may have been played 
also by a flute or violin, for great clarity is expressed 
in the line and there is no doubling of voices. 
The Sonata for Three Hands of Part I was especially 
dedicated to the Herzogin Amalie of Saxony, Weimar and 
Eisenach. In a letter to Her Highness, Haessler writes 
(Erfurt, February 2, 1786): "••• Ich wuensche nichts 
lebhafter, als dass die letzte Sonate fuer drei Haende 
auch beweisen moege, mit welchem Eifer ich arbeite, wenn 
eine Fuerstin, wie Amalie, befiehlt."3 
In the preface to the Sachs leichte Sonaten, Part I, 
Haessler states: Der zweite Tell dieser Sonaten wird un-
1schiedermaier: "Die Briefe W.A. Mozarts," Vol. 2, 
page 294. "You have to know that I have met a certain 
Haessler (organist from Erfurt); be was there also ••• he is a 
pupil of a pupil (Joh.Chr.Kittel) of Bach. His strongest 
side is the agan and t~ clavichord ••• especially his pedal-
technique is very remarkable, but after the pedals here are 
arranged gradually, I do not consider this too difficult ••• " 
2 See page 44 
3 
"· •• I do verily hope that the last sonata, for 
three bands, may also prove my willingness to work hard, 
if it is by order of a Princess like Amalie. 
It 
fehlbar zu Michael erscheinen ••• Er wird aus drei ein-
fachen Sonaten, aus zween mit Begleitung, und aus einer 
fuer vier Haende Bestehen.nl 
Karl Ludwig Traugott Glaeser (1747-1797) was a 
pupil of the Thomaskantor, F.J. Doles. He composed Church 
music as well as instrumental music and worked as Mus1k-
direktor in Weissenfels, Germany. A short Minuetto in 
D-Major was his contribution to the literature for one 
piano, four hands. 
Johann David Scheidler (1748-1802) wrote Tempi 
~ Minuetto in E-Major and Minuetto moderato in D-Major 
for one piano, three hands. · His minuet and the Sonatas 
by Haessler may be the only printed species for three 
arms of that time. 
Joseph Schuster (1748-1812) was a German composer 
who 1n 1765 went to Italy. After some time in Germany at 
the electoral court at Dresden, he returned to Italy for 
further study and composing. Though Schuster wrote many 
Italian and German operas, masses, and others, among his 
instrumental music there is a La Savoyarde for one piano, 
four hands. 
Abt Geor~ Joseph Vogler (1749-1814) was a German 
pianist, organist and composer. He was also the teacher of 
l 
"The second part of these sonatas will, without :fail, 
appear at St. Michael's ••• It will contain three simple 
sonatas, two with. accompaniment, and one for four hands." 
Weber and Meyerbeer. on. one of his many journeys he met 
Mozart who frequently speaks of him in his letters. Finally, 
he settled in Darmstadt and there he devoted the last years 
of his life to his great and famous Music School and to the 
composition of his greatest work, the Requiem. 
Vogler's musical works include several operas, 
symphonies, church music and piano and organ compositions. 
But also the field of two-keyboard music must have been of 
great interest to him, for there are Six Sonatas ~ Two 
Pianos (composed in 1794), and a Sonata for One Piano -
Four Hands by Vogler. 1 
Abt Johann Xaver Sterkel, (1750-1817) was a German 
priest and amateur musician. In 1791 occurred the great 
musical event of Sterkel's life, although he probably did 
not know the significance--his meeting with Beethoven, then 
a youth of twenty. The list of Sterkel's published composi-
tions is immense. Among them there is a large number of 
sonatas for the pianoforte, for both two and four hands. 
The number of editions which some of these works received 
show how widely popular .sterkel must have been in his day. 
Leopold Kotzeluch (1752-1818 was a Bohemian composer. 
In 1778 he went to Vienna and became the pianoforte master of 
the Archduchess Elisabeth and the favorite teacher of the 
aristocracy. Kotzeluch's numerous compositions include two 
grand operas, cantatas, symphonies and much pianoforte music. 
1 Altmann: "Klaviermusikverz:eichnis," Leipzig, 1948. 
He wrote a Concerto for Two Pianos and three Concertos 
for One Piano - Four Hands. 1 In 1772 he succeeded 
-- -
Mozart as court composer. 
Muzio Clementi, born twenty years later than Haydn, 
survived him by nearly twenty-three years. Though never 
united by the ties of friendship, they certainly were ac-
quainted. Two musicians of their rank and importance could 
not have failed to know each other, still less, could 
either have ignored the other. Their principal biographers 
affirm that their first meeting occurred at Vienna towards 
the end ·of 1781, about the same time of that memorable 
soiree which brought Mozart and Clementi together in the 
Imperial Palace for the famous trial of skill, both being 
charged by the Emperor to sustain the 1r double and dazzling 
reputations before the keys of the piano. 
With the exception of a a::> ncert tour to 
Paris in 1785, Clementi spent all of his time from 1782 to 
1802 in England, busy as conductor, virtuoso and teacher. 
He wrote many pianoforte works and above a 11, completed 
that superb series of one hundred studies Gradus ad Par-
nassum (1817), upon which to the present, the art of solid 
piano-forte playing is resting. 
Clementi left more than one-hundred so na. tas, of 
which sixty-four are written for the piano-forte w1 thout 
accompaniment and the remainder as duets ar trios--sonatas 
1 Altmann: "Klaviermusikverzeichnis, 11 Leipzig, 1943. 
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with violin or flute, or violin (or flute) and cello. 
Moreover, he wrote Two Sonatas for ~ Pianos1 ~pus 12 
and opus 46); Seven Sonatas for One Piano Four Hands, 
(in C-Major, F-Major, E-flat-Major, C-Major, E-flat-Major, 
G-Major, C-Major); and One Favorite~ for pianoforte or 
harpsichord. 
Clementi may be regarded as the originator of the 
"proper treatment n of the modern piano-fer te, as dis tin-
guished from the harpsichord. His example as a player and 
teacher, together with his compositions, left a deep and 
indelible mark upon everything that pertains to the piano-
forte. 
Clementi is the f:1 rst fully equipped writer of 
sonatas. He played and imitated Scarlatti's sonatas in 
his youth, he knew Haydn's and ·Mozart• s in his manhood, 
and he was aware of Beethoven's in his old age. 
These sonatas show an elevation, a maturity, and a 
power of concepti. on which place them amOil!; his most perfect 
compos! tiona. Theu are those in which one feels most di-
rectly the expression of an ardent and co mentrated passion, 
altogether romantic and already "Beethovenian." 
Clementi showed quite some interest in the duo-field 
by his freqtS nt ensemble performances wt th John Field, the 
eminent Irish pianist and composer. The comertizing acti-
vities of teacher and pupil included frequent duo-work, so 
l See ptge 41 and 42 
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that the pair or Sonatas for two pianos o££er relatively 
small evidence of the actual degree of duo-pianistic 
interest mich ClemEnti displayed during his long career. 
The two s ona tas ~ two keyboards (opus 12 and 
opus 46) are both in the key of B-flat Major. The first 
has three movements: Allegro di mol to; Larghetto 
espressivo; Presto. The second consists of only two 
movements: Allegro di molto and Allegretto; Tempo di 
Minuet to. 
The pieces are fluent, brilliant am concise, yet 
deeply poetic in several places. The,y stand in marked 
difference to the Gradus ad Parnassum--they are musically 
satisfying. It is Clementi who may be said to have in-
augurated the era of modern pianoforte playir.g and compos!-
tion. 
Giuseppe Giordani (1753-1794) was an Italian com-
poser and pupil of Fenaroli. He composed many of his in-
strumental works in cooperation with his brother Tommaso, 
who was a composer in his own right. According to 
Altmann, 1 there are Three Sonatas f2£. four hands on one 
piano from his pen. 
Ignaz Pleyel (1757-1831) was an Austrian composer 
and pianoforte builder. As a contemporary of Mozart and 
especially as a pupil of Haydn he was quite important in 
his days. The latter considered him as his dearest and 
1Altmann, 11 Klavierverzeichnis." 
• 
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most efficient student. Haydn writes from London: 
••• Since his arrival (December 23, 1791) Pleyel 
has been so modest to JD3 that my old affection has 
revived; we are often together, and it does him 
honour to find that he knows the worth of his old 
father. We shall each take our share of success, 
and go home satisfied. 
Mozart wrote on April 24, 1784 to his father: 
11 Some quartets have come out by a certain Pleyel, a 
scholar of Joseph Haydn's..... It will be a happy thing 
for music, if, when the time arrives, Pleyel should replace 
Haydn for us •••• " 
Pleyel was an im trumental composer and wrote an 
enormous number of symphonies, oo ncertos and chamber music. 
For the piano alone he wrote ten books of sonatas. There-
fore it 1s not at all surprising til at we find many Sonatas 
for one piano - four hands, from his pen. 
Daniel Gottlob Tuerk (1756-1813), studied in Dresden 
and Leipzig and was later active as a musician in Halle. 
His compositions for one piano, four hands, called Tonstuecke 
with their poetic names, might have been of some influence 
on the young Robert Schumann. 
Wilhelm Friedrich Ernst Bach1 (1759-1845), achieved 
none of the popular success as a composer of his uncles 
Emanuel and Christian. He was a son and pupil of Johann 
Christoph Friedrich Bach (1732-1795). Later he went to 
London to complete his musical training under his uncle, 
Christian, and became an esteemed teacher, organist and 
1see p. 40 
.. 
harpsichordist. 
Wilhelm did not possess the driving ambition or 
his ramous uncles. His lire was spent quietly and not much 
is known about any of his possible appearances as a vir-
tuoso. 
Among the various composi tiona of his pen is also a 
unique and charming piece for one piano, six hande, entitled: 
Dreyblatt (trefoil). 
The composer prescribes here that the piece should be 
performed by a gentleman who is flanked on either side 
by a lady; he has to stretch his arms so as to play 
with the left hand the lowest and wt. th the right tend 
the highest notes of the composition. The little piece 
with its excursion into the realm1of Hungarian music is artistically quite attractive. 
Johann Ladislaus Dussek (1760-1812) was a dis-
tinguished Bohemian pianist. He exerted a rather strong 
influa1ce upon Mozart and stimulated his interest in the 
medium of two-piano music. Dussek made a powerful tm-
pression llherever he went and ranked among the finest 
artists of his day. 
Much of Dussek's music is forgotten although it 
may be studied with profit by those who are curious a bout 
the musical fashions of his time. However, his later 
piano-forte sonatas deserve to be remembered for remarkable 
qualities which they exhibit, side by side with certain 
conspicuous weaknesses in the handling of form. 
1 See p. 43. 
-.&...Lv-
Dussek wrote a Concerto for ~ Pianofortes and 
Orchestra ~ B-flat (opus 63), a Sonata for Two Pianos !a 
E-fla t (.2R_. 38), ~ .f2!: !!!£ Pianos (opus g, (or one 
piano and harp), ~ !..2!_ ~ Pianos opus £§,), (with horn 
ad libitum), and 2 Duos faciles.l 
Besides his interest in two pianos, Dussek also 
wrote a number of pieces for one piano, four hands. They 
are: 5 Sonatas, 3 Sonatas faciles, 3 Fugues ~ la Camera 
and Sonata faciles (Ouv. posth.). 
As a pupil of Carl Phillip Emanuel Bach, Dussek 
most likely had the medium suggested to him. In any event, 
his legacy to the scanty literature gives evidence of his 
considerable interest in this idiom. 
Johann Friedrich Dalberg (1762-1812) was a German 
amateur composer and pianist. Among his pianoforte works 
is found a Sonata a 5 mains (opus 19), and Sonatas for four 
hands. 
Christian Gottlob Saupe (1764-1819), was an organist 
at Glanchau and wrote church music, songs and piano music. 
His Sonatina in B-f1at-Major !£! ~ Piano--Four Hands con-
sists of two movements: a very melodious Larghetto in the 
Minor key; and a very lively Allegretto. 
1 See page 43. 
• Antoine Eberl (1766-1807) was an Austi•ian pianist 
and composer. Though his work has not entirely vanished 
from the concert stage, in his days Eberl must have been 
a rather significant personality. He published many 
smaller pianoforte pieces for two and four bands ani left 
in manuscript symphonies, serenades, concertos for one 
and two pianos,l chamber music, and several operas. He 
also wrote two Polonoises (opus 19 and opus 26) far one 
piano, four hands. 2 
The era of Mozart and Beethoven definitely estab-
lished the keyboard-ensemble music as a popular and ack-
nowledged art form. The following generation of composers 
continued this trend and enriched the keyboard-ensemble 
literature by many a worthy work. The high point of this 
period was reached in the piano duets by Franz Schubert. 
1 Grove's Dictionary 
2 See p. 51. 
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CHAPTER IV 
THE ROMANTIC ERA 
Franz Schubert 
One of Schubert's lesser known songs, the early 
An mein Clavier, is a setting of a poem wnich, in its 
four short verses, gives expression to what must have been 
the composer's inmost feelings towards the instrument he 
made so truly his own. The musician who studies Schubert's 
piano works and who discerns in them the loving care and 
thoughtful understanding with which they were designed can 
hardly fail to perceive that the instrument was the object 
of his unvarying devotion, the companion of his lonely 
hours, and a never-failing source of inspiration to him. 
Although Schubert had started to play the violin 
before he studied the piano, and though he was an ardent 
string player in the family quartet as well as in the school 
orchestra, it was the piano to which, whether as soloist, 
duettist or accompanist, he daily turned for hiw own delight. 
The very first of his compositions still remaining in print 
was a long Fantasia for pianoforte duet written when he was 
only thirteen years of age, and the last of his ~olo sonatas 
was completed within six weeks of his death at the age or 
thirty-one. Between these two extremes he wrote works for 
pianoforte (both solo and duet), as astonishing in quantity 
as they are remarkable in diversity--a bo~ of music so vast 
and so varied that its arrangement into categories for anal-
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ysis and study presents a very difficult problem. 
Of all of the great composers, Schubert .left the 
largest number of works originally written for the medium 
of pianoforte duet. Clementi, Mozart and Beethoven had 
composed a few, but neither in numbers nor in range of 
style can their works be compared with that of Schubert. 
His are designed in several different forms, of varying 
length, of remarkably diverse cbaracter, and of unfailing 
interest to the players. This large collection of works 
doubtless owes its existence partly to ·schubert 1 s own love 
of concerted music-making and to the t•ct that he was able 
to count upon the collaboration of excellent pianists among 
his friends and pupils. Another even stronger exciting 
cause for the composition of these pieces, so many of which 
1 are of truly orchestral character, is suggested by Tovey: 
"Perhaps the clearest aymptom of distress at lack of op-
portunity for hearing his own orchestral works is the magni-
ficient quality and enormous quantity of his four-hand works." 
The "enormous quantity" to be desc.ribed embraces 
about forty-three works, some of which comprise two, four or 
even six separate items. The whole collection range in scale 
from a ·long sonata to the tiniest Laendler; in character, 
from the riotous splendour of a Divertissement ~ 1a hongroise 
to the solemnity of a Funeral March for ~ Tsar. The works 
1 Tovey, Sir D.F.: Essays in Musical Analysis 
. .._ . 
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may be sorted into their various kinds: overtures, dances, 
marches, variations, fantasies, rondos, and s:::>natas. 
As regards the disposition of the musical ani 
technical interest between the two players, it may be 
said that in the simpler pieces--the dances and marches--
secondo is almost entirely an accompaniment, while primo 
is carrying the melodic and decorative lines. In the works 
of larger caliber and symphonic style, however, the players 
are treated more fairly as partners, and each 1s given an 
equal share of all harmonic or contrapuntal interest avail-
able. 
Experimental Years (1810-1818) 
With the exception of his songs, everything Schubert 
wrote during his time at school is designed for a special 
purpose: to be played in the family circle at home . either 
on the piano or in the orchestra; for the enjoyment of his 
fellow-pupils; or for performance in church. 
In April, 1810, when he was in his fourteenth year, 
Schubert started work on a Fantasia for four hands.--the 
Corpse Fantasia in G-Major. If this work is to be taken 
seriously, then there must be an admission that it is al-
together too emotional. It begins thoughtfully in G-Major 
and ends inC-Major, a feature of his early. works, and 
especially songs--to begin and end a composition in dif-
ferent keys. The piece is of immense length and has twenty-
-l..:>.L-
I 
four tempo indications in its thirty-two closely written 
I 
pages. The martial subject is mere boyish fancy and is 
I 
!'un-Schubertian; 11 but the excessive length of the piece 1 
and a certain fullness of sound prodlced by chords re-
peated in the same rhythm are both typically "Schubertiab." 
In considering the two later fantasias for four I 
hands, the second written in September 1811 and the thir1d 
between April and June 1813, the earlier work of 1810 can 
be dismissed as a boyish joke. However, if it is meant to 
be treated seriously, then between 1810 and September 1811 
Schubert 1 woke up' to become a composer. The two later I 
Fantasias are imitations, even self-conscious imitations ! 
of one or both of Mozart's pieces for the mechanical or-
1 
gan (K.V. 594 and K.V. 608), which had been published by1 
Breitkopf and Haertel in 1800 in four-hand arrangements.
1 
The second Fantasia of 1811, starts and finishes ! 
with a Largo. The piece gives the appearance of having 
I 
been completed, although it begins in G-Minor and ends in 
I 
D-Minor, and the last sixteen bars of the prime are missing. 
I 
It is instructive in that it shows first that Schubert, even 
as a boy, could write concentratedly; and second, that nl 
learned the art of counterpoint by imitation and had no Jeed 
for Salieri's instruction which did not begin until nine l 
months later, June 18, 1812. 
The third Fantasia, composed in 1813, is still 
longer but comprises a certain uniformity. It begins in 1 
C-Minor and ends in B-flat Major but is built on a single' 
I 
chromatic descending figure treated in a contrapuntal man-
1 
--Lc.J~-J-
ner which eventually develops into a fugue ( Allegro 
Maestoso). Only in a section marked Andante Amoroso, (also 
in B-flat Major), is there any thematic freedom. The in-
fluence of the polonaise is at work and the whole section 
is modeled directly on the Andantino in Mozart's C-Minor 
Fantasia (K.V. 475). 
In both its general and detailed construction, this 
third Fantasia is remarkable for its freedom and boldness. 
Small wonder that pupils and teachers alike gazed in as-
tonishment at the modest boy who was capable of such things. 
In spite of its childish immateurishness, there is a direct 
link between this work and the Wanderer Fantasia and the 
superb F-Minor Fantasia for four hands written in 1828. 
The influence of Mozart's C-Minor Fantasia is apparent also 
in a newly discovered Fantasia for piano two-hands in C-Minor 
written about 1813 (manuscript in Malmoe, Sweden) in which 
themes from Mozart's Adagio are textually quoted or ela-
borated. (O.E. Deutsch). 
Strive for Perfection: 1818 - 1824 
Schubert's first five sets of variations, written 
in his youth, form a varied collection. Apart from the un-
adventurous choice of medium, since all but one were written 
far the pianoforte, they were experimental essays in which 
he tested various schemes and devices and by trial and 
error sought to find a congenial procedure in an uncongenial 
form. The themes themselves are indicative of this testing 
process--some are original; some are borrowed from others; 
some are. extremely simple; some are long and complex; all 
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in duple or quadruple time, and this preference remains 
noticeably in evidence throughout his life. The number 
of variations in each set ranges from four to thirteen. 
The Eight Variations on a French Air in E-Minor 
(op. 10) for pianoforte duet were composed by Schubert 
during his stay at Zseliz in the summer of 1818 when he 
acted in the capacity of music teacher to tre children 
of Count Esterhazy. This was the first of two occasions 
on which Schubert visited Zseliz, tre s eoond occurlng s 1x 
years later. Both periods were productive for pianoforte 
duets and there is a curious parallelism between the two 
groups of duets. Amongst other works a sonata and a set of 
variations were composed on each occasion. The year 1818 
gave rise to the Sonata for four hands in B-flat (op. 30), 
and the variations under consideration; 1824 to tre Som ta 
for four hands in C-Majo~, op. 140 (called the Grand Duo) 
and the Variations~~ Original Theme in A-flat (op. 35). 
The variations were published on April 19, 1822 by 
Diabelli as Schubert's op. 10 and dedicated to Beethoven 
"by his admirer and worshipper, Franz Schubert" (von seinem 
Verehrer und Bewunderer). The manuscript survives in a 
fragmentary state, part of it in private possession in 
Vienna (the theme, variation I and part of variation II'); 
another part {variation III and parts of variation II and 
variation IV) in the Sibley Music Library, Rochester 
University, New York; and a third portion in private 
possession in New York. The four-stave structure of the 
manuscript, without sny indication of instrumentation, 
led to the assumption tha. t this third portion was part of 
an unpublished pianoforte trio;l but it consists, in fact, 
of a substantial section (bars 38-63) of the last variation 
(No. VIII). 
The French theme (a French song entitled Le bon 
Chevalier is not unpleasing in its rather old-fashioned, 
plodding manner. It is an example of a type of song which 
Schubert himself largely destroyed. The shape of the 
melody is so symmetrical, and its phrases are so balanced, 
as to suggest mere contrivance. 
Allegretto. 
The rise and fall of bar 1 - 4 are repeated bars 5 - 8, 
and the same arching device is extended over the whole of 
the second half from bars 9 - 16. The falling seconds of 
the penultimate bar are treated individually by Schubert 
in his subsequent variations, the earliest instance of his 
singling out from a theme some feature for distinctive 
treatment. In any case, the feature is his own, since 
these accented passing notes, falling stepwise to the tonic, 
isee O.E. Deutsch's nschubert: a thematic catalogue," 
p. 12, note 1. One page of the fragment is reproduced in 
the frontispiece. 
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are an embellishment of the original air. Schubert is 
also responsible for preserving the dotted rhythm of the 
opening anacrusis throughout the theme, dispending with 
the smooth quavers of his original. 
As in previous variation-works, Schubert seeks to 
give unity to the assembly of pieces by using 1n later 
variations the figurations and motives derived from earlier 
ones. Another example of a unifying device is the "varia-
tion-pair" technique. TheE-Major march of variation No. V 
appears once more in variation No. VIII, this time actually 
marked Tempo di m rcia. 
The last variation oomprises more than a third of 
the entire work, ani carries on the departure from custom 
which was Observed in variation No. VII. Its music lifts 
op. 10 into the realm of Schubert's minor masterpieces, 
and its vision infiuemed all that is outstanding in his 
subsequent work in variation form. 
No greater mystery surrounds any piece of Schubert's 
than that which shrouds the Introduction, Varia tiona and 
Finale in B-flat, (op. 82, #2) for pianoforte duet. Until 
1860 its very existence was unknown. In that year Julius 
Schuberth & Co. (Hamburg and Leipzig) reissued Schubert's 
op. 82. This opus is a set af variations in C-Major on a 
theme of Herold's Marie, a work which was fairly popular. 
Schuberth & Co. called these C-Major variations (opus 82: 
#l) and included with them, as opus 82: #2 a second set in 
-13 6-
B-flat. No one seems to know how the manuscript of this 
added set reached the firm of Schuberth & Co., nor where it 
had been during tib.B forty or so years between its composition 
and its publication in Germany. 
The set of variations which Schuberth & Co. called 
opus 82: #2 is an early work of Schubert, belonging possibly 
to 1818. It may have been written during the Zseliz period 
or it may have been written during the following winter 
for Marie and Caroline Esterhazy, since it is more likely 
that Schubert continued in Vienna to give the two children 
piano lessons. 
Since nothing is known of the history of the piece 
and since after its publication by Schuberth & Co. the 
manuscript disappeared, Nottebohm in his Thematic Catalogue 
listed it as a doubtful work. But it is unquestionably 
Schubert's. The style pro claims it to be an early work, 
and an inferior one at that, but passage after passage 
reveal his characteristic touch and stamp it as authentic. 
The Introduction exploits the tonality of B-flat, 
and bold chords (ff) alternate with jagged, rhythmic figures 
(p) until characteristically, the two elements combine into 
so.ft, lyrical phrases. 
The original tmme (Moderato, 2/4) is one of the 
shortest and simplest which Schubert ever wrote for varia-
tions. It is sixteen bars long, with each half marked for 
repetition. There is a similar alteration of loud and soft 
chords in the middle section of the theme as was used in 
the introduction. This is one obvious way in which the 
work achieves a certain unity. There are other small 
details as well. 
Four variations are based on the theme. As with 
the preceding work, op. 10, the lay-out of the music 
between the players is admirable. The first three varia-
tions merely fill out the contours of the theme, each one 
folloWlng closely the shape of the original as was Schubert's 
practice. Each also intensifies the ornamentation--the 
first with triplet, the secondwith quadruplet figures, 
and the third with a display of bravura and leaping octaves. 
Variation No. III is the climax of the work. The extension 
of the melody in tre fourth variation is excellent; the four-
bar rhythm disappears, and the counterpoint above secondo's 
theme now expands into melodies of its own, hints at the 
theme itself, then falls chromatically over the darker har-
monies in the bass, and always with delicacy ani grace. 
A cadenza bar leads to the Finale (Vivace, 3/8), 
which is not a variation on the theme but, like the Intro-
duction, an independent movement. Like the Introduction, 
too, it shows a certain kinship with the variations in the 
contours of the theme. The thene bears a marked resemblance 
to tmt of the channing finale of his solo Sonata~ B-Major, 
(August 1817), but the two movements are not comparable in 
merit. It remains on a moderate level, well written, ade-
quate, and yet, in its total effect, perfunctory. 
Finale 2.f ~· _§g, No. 2 
Vivace 
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Finale o£ Sonata in B-Major 
Allegro gius to 
Schubert wrote two series o£ £our-handed Polanaises, 
(opus 61 and opus 75), the first consisting of six and the 
second of £our, which once more are completely pianistic. 
Opus 7 5 was written in July 1818 and the opus 61 a little 
later, probably in 1825. The Frankfurter Musikalischer 
Anzeiger (April 14, 1827) inCluded a review: 
••• one must not expect true Polonaises here, but short, 
highly original and for the most part very melodious 
pieces for the pianoforte in Polonaise rhythm. We would 
rather, however, that the composer had not persisted 
. in retaining this rhythm throughout the whole of the two 
volumes, since the result is a monotonous uniformity 
which the other beauties and original features are 
scarcely sufficient to outweigh. The pieces are 
difficult to play because o£ the modulations, which are 
sometimes surprising and sometimes even a little far-
fetched. Highly recommended. 
In addition to this there is contrapuntal writing in 
the Trios, delicately contrived: 
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Both the main section and Trio are deliberately treated 
in song-form, ani there is no obligation to play all pieces 
consecutively. 
The Sonata in B-flat Major (composed in 1818), 
corresponds most clearly to the three-movement model of the 
eighteenth century, or rather of Mozart. It begins with a 
movement Allegro mod' era to followed by an Andante ~ moto 
and an Allegretto in song form. There is much in this 
sonata that is Italian and virtuoso. The virtuoso charac-
ter is particularly noticeable in the repetitions, where a 
melody is given to the left hand of the primo player and 
overlaid with figurative ornamentations. Throughout, there 
is a light and graceful interplay between primo and seoondo 
and everything sounds full and transparent. 
There are several interesting features in addition 
to this. One is its opening three-bar flourish--the only 
example of its kind in any Schubert sonata, solo or duet. 
Another is the presentation of the second subject in an 
unusual key (D-flat in the exposition and G-flat in the 
- _L"':I:v -
recapitulation) before it appears in its expected tonality. 
Yet another is the translation of the opening minor section 
of the slow movement into the tonic major on its reappearance 
after the episode--this last device being a favourite of the 
composer. This Sonata was published as opus 30 and Schubert 
dedicated it to a Hungarian, Caount Ferdinant Palffy 
d'Erdoedy. 
Of t bs overtures, only two (Overture in F, 2E.. 34 
and the Overture in G-Minor) were written originally as duets, 
the other being arranged by Schubert himself from previous 
orchestral versions. They are perhaps the only works among 
the duets which are of small interest. Conventional in 
style, they reflect the Rossini influence -prevalent in 
Vienna at the time of their composition, and though charmingly 
tuneful, they are devoid of my typically "Schubertian" touch. 
The Overture in F (op. 34) was published by Schubert 
in 1825 with Cappi. It was written in November 1819 and was 
" • • • 
completed, as Schubert noted on the lost manuscript: 
in three hours in Josef Huettenbrenner's room in the 
Buergerspital and as a result I missed my dinner ••• " The 
Introduction in the minor is a completely unceremonious 
piece in the Italian manner, but the Allegro is more in 
the French style. Nowhere is Schubert less "romantic11 and 
nowbs re is he more a child of his time. 
The Overture in D-Major of 1817 is semi-Italian 
in sty le. The Vivace--a sonata form movement without a 
development section and with a stretta--is trivial in its 
harmony and noisy in its orchestration. According to 
Schwind (letter to Schober dated December 23, 1923) 
Schubert himself summed up the overture perfectly when he 
described it as "too homespun ; " i.e., too swaggering and 
too cheap. Schubert composed this overture first for 
orchestra in November 1817 and arranged it himself for 
pianoforte duet in December 1817. 
Schubert's three rondos were written at lont inter-
vals between 1818 and 1828. The first, entitled •Notre 
amitie est invariable, op. 138, a movement in D in older 
rondo form, flows gently throughout, while the players 
occasionally take it in turn to pr-esent the graceful theme. 
The invariability is emphasised symbolically in the coda 
by the interlinking of the arms throughout the last fifteen 
bars of the piece. This passage is one of the very few in 
the mole of Schubert's four-hand works in which he has 
recourse to a device so effective in giving due expression 
to a middle part. This Rondo was edited in May 1835 by 
Diabelli & co. in Vienna. 
Marches played a great part in the music of Schubert. 
He wrote seventeen of them. They owed their origin naturally 
enough to the warlike and militaristic period which also 
prompted Beethoven to mke such frequent use of martial 
rhythm. Schubert was as little "patriotic" as Beethoven. 
On no account is he ever "Prussian" and no Prussian regi-
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ment could ever have drilled to his marches. Each march 
has a trio and a da capo repeat. 
The earliest are Trois Marches heroiques {op. 27), 
probably written in 1818, in the keys of B-Minor, C-Major 
and D-Major. The first bas a moving bass part to which 
an interesting tenor is added by the primo's left hand. 
The first two parts of the first mrch were originally 
used as the introduction to the unfinished setting of 
Schiller's poem Q!.!. Schlacht which Schubert sketched in 
1816. The Trio of the third :march opens with canonic 
imitations in the treble which recall woodwind fragments 
in the slow movement of the Unfinished Symphony. The 
manuscript of these marches is lost. 
Of the other Six Grand Marches (op. 40), written 
in 1818 and published in 1825 in two volumes (dedicated to 
Dr. J. Bernhardt), the second and the fourth in particular 
are cba racteristically Austrian, while the third is typically 
Hungarian. Some of the special points are secondo's 
pianistic accompaniment of the !!!2 of March No. 1; the 
rhythmic vitality of the second march; the felicitous 
division of the musical interest between the two players 
in the Trio of March No. 4 and the masterly sha. ping of the 
phrases of the Trio of March ~ .2• But the hie):l -light 
of the set is the one in E-flat Minor, Marcia funebre 
(March No. 5) the only andante among several allegros, 
whose unison octave passages and melodic line moving at 
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times by progression of descending thirds, give the 
duettists the feeling that they are playing a work by 
Brahms. 
The next two sets are the well-known Trois Marches 
militaires, (op. 51) composed before 1824, and Deux Marches 
caracteristiques (op. 121), (1826). Of this latter pair, 
both the marches recall the galloping fluency of Ros8ini. 
The second is notable for some irregular accentuation, and 
for the appealing "Mozartian" flavour of its Trio. 
The two most important works in the group, the 
Grand Marche funebre d'Alexandre I (1825), and the Grand 
Marche heroique ~~~de Nicolas ! (1826), are both 
orchestral in ooncept and though they may be made to sound 
tolerably effective on the piano, they can hardly be ade-
quately interpreted through this mediu. In the Trio of the 
first march, for instance, secondo is called upon to perform 
a series of quickly repeated and tremolando pedal-points 
Which simply call for percussions. The second, the longest 
of all tm marches, has two trios. The first, with its 
metrical scheme and the harmonic progressions of pulsating 
bass chords bears a likeness to the minor of Grieg's 
Symphonic Dance, ~ 1. Figures from this !!:.!.£reappear 
in tre coda and lend unity to the work as a whole. 
An amusing offshoot is the Kindermarsch in G-Major, 
with a Trio in C-Majo~ Schubert wrote this tiny piece for 
little Faust Pachler of Graz (on October 12, 1827), who 
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could naturally only manage something very elementary. 
The adult player on the le t't-hand halt' of tre keyboard--
in this case the mother--undertook the lion's share. 
This trifle is unimportant musically, but it is a charming 
reminder that Schubert, so near to the end of his life, and 
so busy with the composition ot' large works, could yet take 
time to write a piece for a child. 
Maturity: 1824-1828 
The Grand ~ _!!! Q. (op. 14>), written at Zseliz 
in 1824, holds an unusual place among all of Schubert's 
works. Irrefutably symphonic in conception, and orchestral 
in style, it exists only in an autograph version for four 
hands. In playing it duettists enjoy the unique experience 
of interpreting an apparently original work which at the 
same time sounds like a transcription. Schubert ~ believed 
to ba ve written a symphony a. t Gastein at about the same time 
as this duet. The 11Gastein Symphony" has disappeared wi tb-
out leaving a trace, and unless the orchestra score should 
ever be dis covered, duettists may be allowed to regard the 
Grand Duo as a special treasure of their own. The work is 
more evenly divided between the partners than any other ot' 
Sd:lubert•s duets. If secondo has occasionally felt that he 
has not received quite his fair share of musical interest, 
he finds his part in the Grand ~ to be more than the equal 
ot' ttw9 E,rimo•s. Indeed, in the first three movements it is 
he who is entrusted with the presentation of new themes 
before prima is allowed to share them. 
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From the beginning to end tm re is not a trace of 
pianoforte style in this work. The first movement (in C 
arrl in very concise sonata-form), is of great dignity. 
The principal and second subjects have features in common--
a similar opening metrical scheme, and a certain amount of 
stepwise motion. The seoond subject, first presented by 
secondo in A-flat in the exposition and in C-Minor in the 
recapitulation, is distinguished by its nine-bar length. 
Principal subject: 
S.econd subject: 
The movement is not characterised by thematic contrast, but 
by the continual woming out of fragments of the subjects, 
separately or together, and by their unexpected excursions 
to distant keys. The Coda is broad and impressive, making 
before its end a noble climax to a movement that must be 
ranked with the first movement of the Unfinished Sonata 
~ C as one of Schubert's most perfect and subtle achieve-
ments in form on a large scale. 
The Andante (in A-flat, 3/4), opens with a long 
melody so ineffably serene in effect that it is difficult 
to realise that its twenty-five bars are composed of at 
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least eight individual one-bar sections of different 
metrical pe. tterns. These recur in different order and 
at different pitches to form one unbroken whole. The 
beauty of the movement does not rest on the melodic line 
alone, but also upon the exquisite part-writing which 
accompanies it. The quicker notes of the second subject, 
so like a figure in the Larghetto of Beethoven's Second 
Symphony, (bar 82) introduce a touch of sprightlire ss. 
In s truoture the Scherzo (in C) is very highly 
organized. After a four-bar introduction containing a 
thematic figure which is concealed beneath an upper 
dominant. 
~!lifll ii llllfl ff 
The curiously angular principal subject is presented by 
secondo, who retains it almost throughout: 
The irregularities of rhythm are unpredictable, and they 
keep up the sense movement with "Beethovenish" power. 
- .L ':I:"f -
The Trio is another inspiration of unique originality, 
consisting of a melody in F-Minor, in whole-bar notes as 
uniform as any canto fermo for a counterpoint exercise. 
The bass moves note against note below, and a syncopated 
middlB · part oomplB tes the harmony with the least possible 
deviation from monotony. 
At the beginning of the Finale, it seems that 
Schubert had forgotten tm t be was writing fer the keyboard. 
Otherwise it is full of poetry and of grand climaxes, is 
inveterately comic, as its second subject shows: 
With a wide range of modulation the form of SchUbert's 
Finale is regular and under a sterner control than its 
garrulom manner would suggest. The Coda is very large am 
surprises by containing a quiet passage in slower time. 
The music flares up again, and ends in a faa ter tempo than 
the opening. 
After playing the Gram Duo, the most ardent of 
duettists will concede that only a full orchestra can do 
justice to this magnificent sonata; but they will mverthe-
less have rejoiced in the opportunity of taking part in the 
performance of a Schubert work of symphonic proportions, 
apparently designed expressly f~the•. 
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The most characteristic product of his second 
visit to the Esterhazys is the Divertissement ~ la hongroise, 
even though it was not intended for the young Countesses and 
was not even written on the spot. But t.be germ of this work 
of three movements can be traced back to Zseliz. The nos-
talgic opening theme is a Hungarian folk-tune Which he 
heard s~ by one of the servants on the estate, and llh.ich 
he immediately seized upon as the. basis of the work. He 
introduced a Hungarian March and Trio, and several episodes 
made from national dances. 
'Divertissement ~ la hongroise, ~p 54 - Allegretto 
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This Hungarian Melody, i.e., a short piece in 
B-Minor, 'Vtlich bas a certain affinity with the !.!£, russe 
of the Moment musicals and which Schubert uses again as 
the focal point in the Finale of the Divertissement, this 
time in G-Minor. It has only recently come to light and has 
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been published by O.E. Deutsch (Verlag E. Strache, 
No. 20, 1928). 
About the impulse to this work Heinrich Kreissle 
von Hellborn writes in 1865 arter the information given 
by Baron Karl von Schoenstein, a friend of Count Esterhazy: 
fJDas Thema dazu holte sich Schubert in der Esterhazyschen 
Kueche, woes eine Magd am Herd stehend sang ••• im 
uebernaechesten Winter erschien es als Thema in Divertisse-
ment." 1 
It is the longest and most picturesque of the single-
movement duets. Its lively and varied metrical figures and 
resplendent piano-writing make it highly effective and en-
joyable to pls.v. One of the episodes, tm Allegretto was 
written by Schubert as a piano solo before he utilized it 
in the composition of the duet. This original version has 
been discovered and published only .in recent years and is 
not yet as widely known as the transcription of the whole 
Divertisseent made by Liszt in 1846. In a D-Minor section 
in the first movement there suddenly appears one of the 
main themes from the Finale of the A-Minor String Quartet--
an invaluable clue to the character of the latter work. 
Quartet in A-Minor: Finale - sidetheme 
1
"The theme of it Schubert picked up in the kitchen 
of the Esterhazys, where a maid sang it standing at tre fire-
place ••••• in the second wtht e r it appeared as a theme in the 
Dive rtissexm nt." 
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Divertissement a~ hongroise, (Part I, section in D-Minor): 
When the work was eventually publi$ed in April, 1826, 
Schubert dedicated it to the singer, Cathinka Laszny von 
Folkusfalva, . nee Buchwieser. 
A greater contrast to this colorful work can hardly 
be imagined than the little Fugue in E-Minor (op. 152), ori-
ginally written "for organ or piano" and dated June 1828. 
The late fugue by Schubert seems to be modeled directly on 
a fugue by Mozart, K.V. 401. This fUgue by Mozart has been 
widely known since 1800. 
W.A.Mozart -Fugue, K.V. 401 
~~-- --- - -
Schubert - Fugue, op. 152 
Mozart's fugue had been printed frequently and it is as if 
Schubert had just discovered it or had been reminded of it 
while contemplating his alleged "contrapuntal deficiency." 
Like its "Mozartian 11 model, it scarcely rises above the 
level of an exercise piece. The story goes that Schubert 
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and Lachner played their mutual efforts on the organ of 
the monastery church at Heiligenkreuz. Schubert's fugue 
was published by Diabelli in 1844 as opus 152 in its 
organ arrangement, or as a four-hand piece. 
The second of Schubert's Rondos, a Rondo Brilliant 
(op. 84 No. 2), on French themes, was written atout 1825. 
In contrast to his other two rondos, this one sorely needs 
orchestral colour to provide the indispensable sheen 
requisite to its somewhat superficial glories. 
The third of these pieces, the Grand Rondeau in A 
(op. 107), composed in 1828, is a longer movement in modern 
rondo form. It is of such strongly lyrical nature that it 
seems to sum up in itself tbe characteristics of Schubert's 
more idyllic songs. Indeed, the second subject, contains 
their very quintessence. 
Grand Rondeau - first movement, second subject. 
So like is it to so many of them, that it is difficult to 
name the one it resembles most; although Im Fruehling per-
haps may be consi. dered a very near relative of this placid, 
five-bar melody, and Die Forelle a more distinct connection 
of its rising semiqua.ver bass. 
Among the pieces in sonata form is a Divertissement 
en forme d'une marehe brillante et raisonnee (op. 63), 
which is generally regarded as the first movement of a com-
plete sonata. Its other movements, the Andantino varie in 
B-Minor and tre Rondo brilliant (opus 84 No. 1 and No. 2) 
already mentioned, were separated from it by a timid publisher 
who thought the pieces would enjoy more success if printed 
singly. The other pieces are an undated Allegro moderato 
and a much longer Allegro ,!!! A-Minor (opus 144) , which was 
published after Schubert's death under the title 
Lebensstuerme. In spite of_ its sonata form and extended 
development, the movement has more of the majestic character 
of an overture and is a very formal and rather empty piece, 
with the exquisite second subject in the recapitulation in 
the major as a bright episode. The return to A-Minor suggests 
a continuation which Schubert never wrote. None of these works 
is a striking musical interest, and each suffers by being 
isolated from other movements which might lend support and 
offer contrast. 
The Fantasia in F-Minor (opus 103), was composed in 
1828 and dedicated to the Countess Caroline Esterhazy. Taken 
as a whole, it is more eonsi stently "Schubertian" than any 
of the solo sonatas. Moreover, it lies gratifyingly for the 
fingers. The tender, yearning melancholy of the opening 
theme is immediately captivating, and the movement maintains 
its depth of feeling and high level of quality. 
-..Lvv-
Allegro molto moderato • 
. f 
This beautiful work is composed, like the •anderer 
Fantasia in fb ur sections of contrasted character, but 
differs by lacking a definite theme to act as a motto to 
the whole work and to bind tre separate sections closely 
together. The two middle sections--one a fascinating 
_movement in rondo type--have little in common with the 
first and last. Here Schubert showed, how light and really 
gay music can be, even in the m,:tnor: 
The haunting opening theme of the first movement, however, 
appears several times during the course of the work and again 
in the coda, giving a sense or cohesion. Another important 
:f'igure :!'rom the first section is used as a countersubject in 
the final fugue. 
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The Fantasia is one or the most satisfying of all Schubert's 
duets. Intensely poetic in its musical content and pianoforte 
style, it is enchanting to the players and delightful to the 
listeners. 
Schubert wrote to his brother Ferdinand during 
July 1824 from Zseliz: 
We believe that happiness exists for us in the place 
where once we were happy, but it really exists only 
in ourselves, and although I was sorely disillusioned, 
and renewed here an experience already undergone in 
Steyr, yet I am now more in a position to find happi-
ness and peace in myself than I was then. A ~rand 
Sonata and Variations on an original theme, both for 
four hands, which I have already composed, will serve 
you as a proof of this. The Variations have enjoyed a 
quite notable success. 
The work, Eight Variations ~ ~ original theme 
in A-flat (op. 35), were published by Sauer and Leidesdorf 
in Vienna on February 9, 1825 and were dedicated by 
Schubert to Count Anton Berchtold. As with all Schubert's 
works published by this firm, the manuscript was lost. 
With one exception, the variations remain in A-~lat-­
only the fifth being in the minor mode. The first four 
variations follow the familiar pattern--none shows any 
divergence from the key, time-signature or structure of 
the theme. The decorative work grows more intense, and his 
usual technical means of elaboration are to be found. Bach 
is the composer whom this music recalls--by the precision, 
the sustained pattern-work, the architectural sweep of the 
music and by the contrapuntal thought, in Variation IV, 
particularly, he is almost physically present: 
Primo 
Variation V is simply a pure Lied. The key changes to 
A-flat Minor and the lovely melody hovers above soft 
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arpeggios. The "Beethovenu rhythm over-rides the dotted 
quaver effect--his influence is obvious: 
Primo 
The Maestoso (Variation VI combines elements from early --~~~- -- ' 
variations. The seventh piu lento stands quietly between 
its predecessors Maestoso and the more elaborate finale 
Allegro. It presents a great contrast to the others, not 
only by its mare simple texture but by its extended tonal 
range. Throughout the whole variation the tonality con-
stantly shifts-new and unexpected harmonic light is shed 
upon the theme; independent inner voices add a flavour to 
the already fugitive key-scheme. It comes to rest only 
when it reaches the widely spread chord of the dominant of 
A-flat, there to rest, while primo executes a pianissimo 
cadenza leading into Variation VIII, which is the finale 
of the work. 
The Andantino varie, ~ French Motives (op. 84, 
No. 1), composed in 1826, was intended by Schubert to form 
the middle movement of a Divertissement in E-Minor for 
pianoforte duet, of which the first and last movements are 
Tempo di marcia and Allegretto. The Viennese firm of 
Thaddaeus Weigl, however, published his first movement on 
June 17, 1826 as opus 63 (as mentioned before), and by the 
time the rest af the Divertissement appeared {July 6, 1827, 
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the original plan was either dropped or delayed. As 
mentioned before, the second and third movements appeared 
together as opus 84, No. 1 and No. 2. 
All three movements were published with the informa-
tion tm t they were composed on "original French motives." 
These have never been identified and it seems reasonable 
to suppose that they are of Schubert• s own invention. The 
variation-movement was called by him Andantino, and the 
qualification varie was almost certainly that of the pub-
lisher's. 
The Andantino theme goes as follows: 
Tre theme has the simplicity of the mature artist 
and the whole work is short and simple. It comprises only 
four variations, of which the first three are straightfor-
ward ornamental versions of the theme, and the last a double 
variation and coda. 
Schubert's set of Variations on a theme from 
Herold's "Marie" (op. 82), had been reviewed with en-
thusiasm and at some length by the Leipzig Allgemeine 
Musikalische Zeituns of February 6, 1828. The reviewer 
stated that: 11 ••• we declare tre se variations to be the 
best of his that have so far come our way •••• " 
Herold's opera had been performed in December 1826 
at the Kaertnertor Theatre. Here is further confirmation 
that apart from his own themes, Schubert chose only the 
French and never the Italian as subjects for variations; 
and once again this song is march-like in character. It 
is not until the eighth, the last and most developed 
variation that Schubert refers again to tbe imitation of 
the "mill" in the first part of the song. For the rest he 
treats the theme with the utmost freedom, varies the time 
and the key (from C-Major to C-Minor and :from A-flat Major 
to A-Major), links the sixth variation with the seventh by 
means o:f modulating hal:f-close, and provides a :festival 
sound. Musically this work is of small signi:ficance, but 
of:fers many pages of pianistic enjoyment to the players. 
Finally there are Four Laendler, dated 1824, which 
belong to this category. These :four Laendler are taken 
:from the Twenty Laendler written :for the solo piano, but 
Numbers 17, 18, 19 and 20 were created :for the medium ot 
pianoforte duet. As the place of composition, they go 
back to Zseliz and were published in 1869 by J.P. Gotthard 
at Vienna. 
The wealth o:f Franz Schubert's keyboard duets for 
one piano marks the climax o:f the literature in this field. 
The poetry o:f Schubert's temperament, his yearning tor per-
fection, his inborn grace, his melancholy, and his delight-
•.LOt)-
ful gaiety all live, breathe, weep, and sing in his music 
for four hands. It is interesting to note that aside from 
these numerous compositions for one piano, four hands, 
there is not one single work for two pianos, four hands, by 
this great master! 
I6naz Moscheles ~ ~ Contemporaries 
The great outburst o£ Romantic individualism 
coupled with a flowering o£ pianistic virtuosity which 
£ollowed the wake of Beethoven's career, produced ex-
ponents of the instrument such as Moscheles, Cramer, 
Czarny, Hummel, Weber, Mendelssohn, Thalberg and others. 
All of these men were thoroughly representative of the 
pianoforte technique founded by their master, Beethoven, 
and they might justly be called a group of technicians. 
A definite advancement of piano-duet as a ror,m 
of art during this period is due especi~ to the close 
friendship and collaboration between Moscheles and 
Mendelssohn. Ignaz Moscheles first felt moved to write 
a piece for two pianofortes when in 1822 he went to England 
and participated in a concert which had been planned by his 
friend Cramer. The occasion is typical for tm newly 
beginning vogue ar t~ Grand Duo, when virtuosi discovered that 
playing on two keyboards afforded the chance for much sensa-
tional display such as was not possible on one piano. 
About this event Moscheles writes: 
I £ound J.B. Cramer on the point of giving his yearly 
concert. He showed me two movements of a Sonata whiCh 
he wished to play with me, and expressed a desire that 
I should compose a third movement as a finale; only I 
was not to put any o£ my octave passages into his part, 
which he pretended he could not play. I can refuse him 
nothing. I shall therefore be obliged to strive and 
write something analogous fcrhim, the disciple of Mozart 
and Haendel. 
1Recent Ml.8ic and Musicians as Described in the 
Diaries and Correspondence of Ignaz Moscheles, pp. 43-44. 
The Finale which Moscheles hastily wrote to 
complement Cramer's Sonata is tm same Allegro movement 
which now is well-known and frequently played under the 
title Hommage a Handel. Moscheles afterwards added an 
introduction to it, converted the movement into an inde-
pendent piece and in this fonm published it for !!2 pianos 
as well as for one piano, four hands. The novelty was 
first performed at Cramer's concert on May 91 1822, and 
is reported to have created a furore. 
This work was not the only contribution which t~ 
composer Moscheles made to the two-piano literature. To-
gether with Mendelssohn he contrived a Duo Concertante, 
consisting of variations on the march theme from Weber's 
Preciosa. This duo is listed in Moscheles' catalogue as 
opus 87b and also exists in a version far one piano, four 
hands, arranged by the composer. 
A later work is the Symphonic Heroic March on 
German Folk Songs (opus 130), and there exists a lao a 
Grand Duo Concertant in A-Major, opus 115. 
In addition to these compositions for two performers 
on two keyboards Moscheles wrote quite a number of works for 
one piano, four hands. They are: Marche Triomphale !!!£ 
deux Trios (opus 10), (dedies a Mme la Louise de Hardegg-
Glutz); Rondo Brillant (opus 30); Trois Marches Heroiques a 
quatre Mains, (opus 31); Six Valses a quatre Mains (opus 33); 
Grande Sonate (opus 47); {dediee a Son Altesse Imperiale e 
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Archiduc Rudolphe d' Autriche; Polonaise (opus 53); Rondo 
Brillant ~ quatre Mains (opus 76), (dediee a J.B.Cramer); 
Symphonie £! (opus 81); Marche facile~ Trio (opus 86a) 
!. qua tre Mains • 
Of all these works, Mos cheles' Hommage a Handel, 
given the opus number 92, was to become a favorite show-
piece of his tiroe and of subsequent genera tiona. The work 
is still often played and much enjoyed even though it may 
have acquired the reputation of being a "conservatory war-
horse." Authentic records speak of several performances 
which were given to the composition by Moscheles in partner-
ship with his devoted pupil and life-time friend, Felix 
Mendelssohn-Bartholdy. The contributions of the latter to 
the history of duo-pianism largely was that of the per-
forming artist. It was he who shared with Clara Schumann 
in the premiere of Robert Schumann's Andante and Variatio~ 
(opus 46), at a concert in Leipzig in 1843. While it seems 
to be common knowledge that Mendelssohn throughout his life 
showed an active interest in two-piano performance, the 
important fact that he also composed two concertos for two 
pianofortes is very little observed. These works have 
remained unpublished to this day, although the awareness 
of their existence gives enough fascination to duo-pianists. 
The original scores are contained in the forty-four volume 
collection of manuscripts in the former Royal Library at 
Berlin.l It is hoped that conditions will soon permit to 
1 Stratton, Mendelssohn, p. 207, Appendix B, Catalog 
of Works. 
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uncover these autograph scores from their oblivion and to 
subject them to the curiosity of all those interested in 
the duo-pianistie mdiUII. 
There are far too many compositions of this time 
and genre to enumerate. A good number of them have been 
forgotten, and their essential superficiality explains why 
their appeal had to be ephemeral. Among t~ more representa-
tive works, deserving of mention are two Grand Duos by 
Joh. Bapt. Cramer, opus 24 and opus 37. The earlier work 
also exists in a version for harp and piano, an ensemble 
form which was a favorite combination of the period. The 
scoring of these duos renders them suitable for ready execu-
tion on two pianos, and in this combination they were given 
frequent performances. Friedrich Kalkbrenner also composed 
a Concerto for Two Pianos and Orchestra (opus 125), a 
Marche in G and a Grand Duo in D (opus 128). 
Karl Czerny, the disciple of Beethoven, and beyond 
doubt one of the most prolific composers of all times, en-
dowed the two-piano literature w 1 th an abundance of 
material. A Grande Polonaise brillante (opus 18), was 
followed by Three brilliant Fantasies ~ favorite Motives 
·' 
.from the works of Schubert (opus 339), and by the ~ 
brillant (opus 358). In opus 797, Czerny presents an 
entire two-piano cycle of ~brilliant Fantasies. Six 
-
Potpourris (opus 212), include one oompoe i tion with the 
unusual combination of' two pianos, six hands. The 
Variations on Montecchi are scored for two pianos with the 
accompaniment of a quartet. In his employment of the two-
piano medium, Czerny did not confine himself to purel7 
virtuosic display. His concept of duo-pianism envisioned 
a higher fUnction. As one of its first composers, he seems 
to have realized the practical advantages of the idiom for 
the faithful reproduction of the orchestral music. The 
symphonies of the great classi~ masters were knoWn to 
amateurs for the most part only through Czarny's arrange-
ment far two pianos. 
Beethoven and his disciples bad thrown the gates 
wide open to tm era of musical Romanticism. The piano-
forte was their ideal vehicle of expression. Pianistic 
showiness, glitter and bombast were the earmarks of that 
epoch. It demanded artistic integrity in addition to 
greatness, to stem the tide of empty display and to once 
again set high the standards of true musical values. Vir-
tuosity definitely has an important share 1n the composition 
and performance of music, but its exterior qualities must 
remain in the employ of the creative genius. 
The four masters who felt themselves inwardly impelled 
to solve this problem were Robert Schumann, Frederic Chopin, 
Franz Liszt and Johannes Brahms·. 
The Contributions of Robert Schumann 
Schumann started his musical career as a pianist 
and though it was not long before he decided to become a 
composer, his youthful experience at the keyboard left 
traces upon his creative output all through his life. 
From his youth he played the instrument so easily that 
when he turned to composition, he inevitably expressed 
his musical ideas most spontaneously in terms of the piano, 
and found it difficult to compose for any other medium. 
Schumann played and rejoiced in Bach, Beethoven 
and Schubert, but he also took great delight for a time in 
the less worthy productions of such composers as Pleyel, 
Moscheles, Hummel, Ries, Marschner and Herz. 
It 1s important to note that brilliant, rather than 
intellectual or expressive sets of variations were the order 
of the day; they were manufactured in quantities by Hummel, 
Czerny and others, and it was not unnatural that the young 
Schumann should early tuzn his attention to the composition 
of works in variation-form. His good taste, however, pre-
vented him from ever producing variations which were either 
superficial or merely decorative, and in due course he was 
to take an active part in restoring to the variation the 
honourable status it had enjoyed in the hands of Bach and 
Beethoven. How Schumann treated the variation-form is 
historically of some moment. 
-165-
While every musician knows that the set of ABEGG 
Variations was Schumann's first published composition, 
only a few are aware that this work was not his first for 
the piano. Still fewer realize tm t it was not his first 
set of variations, and that even after he had made his 
first appearance in print in 1831, he continued to devote 
time and energy to the creation of other sets of variations 
which have remained in manuscript until the present day. 
There actually exists in print a piano work of 
Schumann earlier than his Opus 1. This is a set of Eight 
Polonaises for ~hands (Opus IIIO, oomposed in 1828 but 
not published till 1933 when Karl Geiringer edited it for 
the Universal Edition. The work possesses a double interest: 
first, in having been written more than a year before the 
AEEGG Variations and thus being one of the earliest of 
Schumann's works now actually available in print; and 
second, in furnishing an early example of his "variation" 
habit of mind in that it contains a number of phrases which 
the composer subsequently introduced, either note for note 
or in modified form and in different contexts into the 
Papillons (Opus 2), which he did not start to compose until 
1829. Comparison of the youthful Polenaises with more mature 
Papillons demonstrates how great was the advance in the art 
of composition made by the young composer in the short period 
of time separating the bvo works. 
In 1913 the original manuscript of the work was 
presented to the Gesellschaft der Musikfreunde (Society 
of Friends of Music) in Vienna by Marie Schumann, daughter 
of the master. The autograph had the following title page 
in Schumann's own handwriting: "VIII PolLona.ises I pour le 
Pianoforte a quatre mains I composees et dediees I a I ses 
freres I Eduard, Charles, Jules I par I Robert Schumann / 
op. III." The date on the same page is hard to decipher, 
but there are two dates inside the autograph: September 19, 
1828 (Polonaise VII), and September 27, 1828 (Trio of 
Polonaise VIII). 
There is yet an other important inscription on the 
title page in the handwriting of Johannes Brahms: "Aus 
Schumanns Kindheit. Durchaus nicht zu drucken.l The 
significance of this statement is further emphasized by 
Clara Schumann's signature. The reason for this crucial 
designation must have been the fact that to young Schumann, 
inspiration and expression were more important than composi-
tional technique and craftsmanship. The Polonaises were 
written with great carelessness, for there are numerous 
instances where sharps, flats and naturals have been 
omitted--especially in the first player's part, which 
Schumann played himself. There are also several fifth and 
octave parallels which piDbably motivated Brahms' decision 
to withhold the composition from publication. 
The ~edominantly homophonic character of the pieces 
1 
"From Schumann's childhood. Absolutely not to be 
printed." 
--L vr -
and the use of the ternary-song-form point to Schubert, 
but as far as the invention of the melodic material is 
concerned, Schumann shuns all influence and speaks his 
very own language. 
A significant feature of the Polonaises are the 
titles given to the Trios--La douleur, la belle partie, 
la paix, !! douleur, la reconciliation, 1 1aimable, ~ 
fantaisie, la serenade. If these titles are being con-
sidered in comparison with simultaneous events in Schumann's 
life, their autobiographical na. ture must be recognized. 
As Geiringer points out in an article in ~ Musik 
(~ unbekanntes Klavierwerk von Robert Schumann, June, 
1933), the Polonaises were clearly written under the im-
mediate influence of Schubert's four-hand Polonaises, 
particularly the four of opus 75, for which the young 
Schumann is known to have had an enormous admiration. 
Schubert: Polonaise t!, (opus 75), ~ 
Schumann: Polonaise ty (opus III), Trio 
i 1f T 
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Schubert: Polonaise #3 (opus 75) Trio: 
-
-----
Schumann: Polonaise #VIII (opus III) 
f 1 
Schubert: Polonaise #l {opus 75): measure 7: 
Schumann: Polonaise£! (opus III), measure 3: 
mrn r 
- ..Luv -
It is interesting to note tha. t an entry in Schumann's 
diary of August, 1828, tells of his tremendous interest for 
Schubert's Polonaises opus 61 and 75 1 which were published 
in the years 1826 and 1827. Shortly thereafter be wrote hie 
own Polonaises. 
In addition there is also found a reflection of 
Schumann's acquaintance with Weber in these delightful 
pieces. Especially the tremolo-effects point toward the 
older master. 
Trio ~ (seco~): 
·==~--------------~-----
nk.j. 
'V 
'=+ +SF. :: ~ ~ ~:· 
·~ I 
,:-t -; •• -::-: 
Polonaise If!_ ( secondo): 
Polonaise #VII (secondo): 
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Trio #VII (secondo): 
l- .... -t- t: f:. I" 1"-_ ...... ~ 
.. 
EB!! F-l =1!11 ss= ~"""' jiiiiii!iil J!~ · 
."l ,. t f ,~, ·r~ '! J -~ 
Of even greater interest is the connection between 
the Polonaises and the Papillons, which Scru1mann began to 
compose in 1829. Geiringer drew attention to this in his 
editorial preface and went into the matter in some detail 
in his article in Die Mus ik. 
Two of the Papillons, number five and number 
eleven, are based almost entirely on material from the four-
hand Polonaises: number five on the Trios of the seventh 
and eighth Polonaises, and number eleven mainly on the fourth 
Polonaise, but with a passage added from number three. 
!!:..!£ of Polonaise 11:!._, (~. 1 - 4): 
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Papillon ~' (~. 1- !): 
Trio of Po lona is e 1.§. 
--
(~. 15): 
() .{/. 
• 
<I , I I 
() ?rl 
I I 
Papillons ~ (~. 8}: 
I \) r--:: i 
1 :; ~; f: ..; F ~t-
L =-" 
_I 
I. 'ill \ v 
Polonaise #3 (~. 1- ~): 
ft. ~r--F ~ .. rl -= r--t: ..?~ I' (') .. r"~~ ~ ~r- I= Jt_ l ~ 
.. t::i 
-
~t: 
-= ..........e: ........ 
v 
. f'\ ~ ,....., rr=; 
__c::}=3_ _rt==\ ri r-r-
., /' r'f+ + +-t +I t'i" + .. 11 ... 
F= ,-,;:::::= r-r= ·~ r---1 CE_ 
.. • 1:-: ., 1 ""l'~ ~ 7 ~~ ~ 1 ~t ' 
+ 
Papillon #11 (meas. ! - g_): 
Polonaise #4 (~. 9 - 12): 
Papillon #11 (~. 12 - 15): 
This is the more interesting of t~ two, but even 
number five of the Papill~~ which is a little more than 
an improved transcription of the Polonaise ~' offers a 
fascinating study of Schumann's methods of working on his 
earlier ideas. 
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It the opening or the ~#VII is compared with 
the opening ot Papillon #5, 1 t is found that in the later 
form the tussy turns are taken out and the conventional 
polonaise rhythm or the secondo part has become even 
quavers. Very important too, Schumann has found the 
basso cantando motive hidden and unsuspected in the block 
chords, and he has added a lovely touch in bar tour. 
Bars number six and seven or the Trio #VII, an 
~ . 
In 
' 
,. 
Ill 
~ 
outburst or brilliant tioritura, were entirely scrapped, 
even har,monically. There is no hint or the minor subdomi-
nant touch in the earlier version. And bar number eight 
ot the Papillon fiE., identical harmonically with bar number 
. eight or the original, acquired its triplet figure in the 
left hand from the equivalent bar ot the Trio ot the eighth 
Polonaise: 
-.J.. t":t-
• I I 
r\- .lh I 
" I _./ I 
The patchwork of Papillon #11 is still more curious. 
The three opening bars are simply the three opening bars of 
the third Polonaise (see example on page 10), transposed a 
minor third down, except that the tonic chord of tbe original 
third bar was in F-Minor. But the first bar of tbe main 
theme is a transposed and im:proved version of t~ first bar 
of the fourth Polonaise, which opens as follows: 
Polonaise #IV (~. 1): 
Papillon #11 (~. ,!) : 
-175-
As the quations show, the original Polonaise took 
a quite different course and the rest of its :first eight-
bar period contributed nothing 1D tl:E Papillon. Yet this 
part of the Papillon is otherwise indebted to the Polonaise. 
The debt in the next part is obvious enough--the eight bars 
:following the double-bar repeat are simply a revised ver-
sion of the corresponding portion of the fourth Polonaise. 
Polonaise #IV (8 bars :following double-bar repeat): 
· () ~-=- • __-----;-. ~~ ~ ft·h1J~1~ .~;i--F j,. -+*- .,. 
-~ rn~ t kiW ~ - -~ t::::l::::t: ........ rt l ~ , ~ ~ ~it: n ~ft.*~: ,. 
\---l::::l ~= I 
Papillon #11 (§. ~ fb llowing double-bar repeat): 
- ---·-- ·--------
Again, comparison with the later version provides 
an object-lesson in the craft of musical composition of' 
the kind one gets from study of Beethoven's sketches. Con-
sequently the opening of the Papillon #11 is seen to be 
an odd piece of pa tchwozk: 
3 bars from Polonaise #III 
1 bar from the first section of Polonaise #IV 
1 fresh bar 
2 bars from the second section of Polonaise #IV (7 & e) 
As mentioned before, Schumann was without doubt in-
debted to Schubert for the idea of writing Polonaises for 
four hands, and a comparison of his own opus III with his 
predecessor's opus 61 and opus 75 reveals similarities in 
style between the works. The predominantly chordal and 
metrically vigorous character of the polonaises, the melodic 
charm of the trios, and the canonic imitations occur in the 
trios of opus 61, #4, and opus 75, #4, and abound through-
out opus III. Schumann also followed the example set by 
Schubert in opus 61 in failing to plan an orthodox scheme 
of key-relationship between the separate pieces. There is 
no coherence in the sequence of tonalities used for the 
Polonaises, opus III, four of which are in sharp and four 
in flat keys. 
Though these Polonaises are repeatedly mentioned 
by the various biographers, they are not given greater at-
tention nor do they assume greater importance than they 
played in Schumann's later composition. The fact that no-
body but the immediate family of the composer had knowledge 
of these eight Polonaises is an acceptable explanation for 
this. 
-~ -, - ,_ 
An entry in the Project Book reveals that the col-
lection of Eight Polonaises was not the only piano work 
which Schumann completed in 1828, for mention is made of 
a set of Variations for Four Hands upon ~Theme ~ 
Prince Louis Ferdinand's Piano _ Quintet in C-Minor. The 
manuscript of this composition, Schumann• s first work in 
variation-form, has never cone to light, but that it 
existed is proved by an entry in the compos er• s diary to 
the effect that he played the piece, and the Polona isee, 
too, with a · fellow student, Glock, on December 7, 1828. 
The disappearance of the manuscript is much to be regretted, 
for apart from its intrinsic interest, it might have suppli-ed 
the first evidence of the influence of Louis Ferdinand's key-
board style upon that of Schumann. Another unpublished work 
by Schumann is listed in the thematic Catalogue of his works 
as Variation ~ vier Haenden ueber ein Originalthema. 
Bilder aus Osten (opus 66), is unique among the works 
for four hands in having a really homogeneous key-system. 
Schumann composed this work in 1848. Three of the six pieces 
are in the basic tonality of B-flat Minor, two are in D-flat 
Major and one in F-Minor. The rhythmic scheme is unfortunately 
only too homogeneous; none of the pieces is in triple time • 
The work stands alone among all of Schumann's complete sets 
of individual pieces for the keyboard, either solo or duet, 
in having been composed in response to a single and definite 
literary stimulus. Schumann did not pretend to have portrayed 
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any particular event from the Makamen, except in the last 
movement, Reuig, andaechtig', where the hero, Abu Seid, is 
delineated as repenting of his for.mer riotous living. But 
he did claim to have expressed in music the fundamentals 
of oriental poetry and thought as presented by Rueckert in 
his German version of Hariri. However, the musical sub-
stance of opus 66 is no less occidental than that of Schumann's 
other oompositions, and even if the player is aware of the 
composer's intentions, he must search deeply far any specifi-
cally oriental attributes--except perhaps for the profusion 
of repetitive figuration and the rarity of breathing-spaces 
which are oommonly considered to be characteristics of 
exotic mua ic, but which are already prominent features of 
Schumann's style. In its generally straightforward, vivid 
narrative style, the work is a small-scale counterpart of 
the Novelletten (opus 21). The composer seems to have felt 
that he had written in a new style, for he asked his friexxi 
Karl Brendel to feel his way gradually into the pieces ani 
not to judge them from a single hearing. 
In the 12 vierhaendige Clavierstuecke fuer kleine 
und fuer grosse Kinder (opus 85), composed in 1849, a later 
set of "characteristic" pieces, which all bear imaginative 
titles, much of the picturesque atmosphere is evoked by 
the skilful opposition of the forces of each player. For 
instance, in #2, Baerentanz, secondo, impersonating the 
eldery bear, growls throughout the entire movement on one 
repeated low doubled fifth darkened by chromatic 
acciaccature, while primo plays the part of the cub in 
gambolling semiquavers high in the treble; in #5 
Kroatenmarsch, secondo has to be content with acting as 
drummer to 2rimo's band of wind-instruments; in #11, 
Gespentermaerchen, he maintains a ceaseless nndercurrent 
of breathless semiquaver whispers to primo's horrific 
narrative in slower notes, and in the last movement, 
Abendlied, undertakes the sole responsibility of providing 
the harmonic foundation in pianissimo chords to an upper 
part so exiguom that it is played by primo 1 s right hand 
alone. In other movements of opus 85, however, especially 
#9 and #10, Am Springbrunnen and Verstecken, the status of 
the players is equal. Of all the five sets of Schumann's 
duets, this opus, which might well form the background to 
a miniature ballet, consistently affords the greatest en-
joynent to the players themselves. It also recalls more 
strongly than do any of the others the happiest features 
of the composer's first-period style. Li.lie the Jugend-
Album, to which it is a companion, it is somewhat restricted 
in tonal range, only the "easy 11 keys being used (except for 
Abendlied, which movement in D-flat illogically concludes 
the series which began in C). 
The player who looks at a copy of Schumann• s 
Ballscenen, nine characteristic pieces, and finds that it 
opens with a movement called Preambule and closes with a 
Promenade, may reasonably hope to discover in this opus 109 
-.Ltl .L-
its eloquent namesake in opus 9. 
Kinderball (opus 130), "six easy dance-movements," 
differs from its predecessor, opus 109 in dimension rather 
than in character. The work is on a small scale, and each 
movement (except the finale, Ringelreihe) is more concise 
than any in opus 109. Four of the dances exemplify types 
already included in the previous opus and each makes a 
happier impression. The slow Polonaise (#1) is more 
dignified and melodious; the Walzer (#2) flows unimpeded 
by rhythmical obstructions; the Francaise (#5) trips more 
featly than its forbear; and primo's part in the Ecossaise 
(#4) contains the most fluent and bewitching piano writing 
found in either of the two collections. The Menuett (#3), 
marked Grav1taet1sch, composed thre.e years before the other 
movements, consists entirely of four-bar periods, but the 
structural monotony is neutralized by the varied metrical 
scheme. The accentuation, which generally falls on the 
second beat, lends to the movement the stately character 
of a sarabande. This unimportant but not altogether un-
attractive opuscule was written in three days in September, 
1853, soon after Schumann had completed his long Konzert-
Allegro (opus 134). 
By 1842 Schumann had shown that he could write 
beautifully for the stringed instr'UID3nts, and it seems 
certain that the habit of laying out his works for the 
combination of two pianos and strings led him to conceive 
his opus 46 as a piece fo .-r two pianofortes in conjunction 
- .. L. U J.J -
with two violoncellos and horn. In this form it was not 
published during his lifetime and it appears for t}:J,first 
time in the supplementary volume of his complete works; 
in the year of its composition, 1843, it was brought out 
in the form of a duet for two pianos without the other 
instruments. No wonder that it had a great success since 
Mendelssohn and Clara Schumann played it for the first 
time. It was published in the same year as Andante and 
Variations for two pianos (opus 46), and tte way in which 
the two instruments echo or combine with one another sets 
the winning charm of the melody in the best possible light. 
There are a f'ew slight changes from what may be called the 
"quintet version, 11 which are worth noticing, as they il-
lustrate the composer's power of self-criticism. 
a) A short prelude, in Which a poignant G-flat on 
the horn above the chord of the dominant seventh 
is the only touch whose omission we may regret, 
was cut out. 
b) The first fb ur variations are practically the 
same in both versions, as .the violoncellos do 
little beyond strengthening the bass, and the 
hom is not prominent. 
c) With the f'ifth variation, the piu lento in B-flat 
Minor, the pianos take a humbler place, and the 
horn passage of the earlier version (easy to 
recognize that which is now the part of the 
second piano) is a happy touch of_ colour. 
d) There was an extra variation in the quintet 
version, in which the two violoncellos, with 
double stoppings in each, produce a kind of 
quartet effect echoed by the piano, but it is 
easy to see why it was discarded, for its 
relevance to the main theme is not evident, and 
it delays the entry of one of the most lovely of 
all, marked again piu lento. 
e) Here occurs an exquisite little alteration, by a 
kind of free inversion of 
into 
a detail which may be called "inspired. 11 
f) The variation that follows is something of a 
stumblingblock, for it is easy to make it sound 
ungainly. Its principle seems to be that of the 
old-fashioned appogiatura as used by the less-
accomplished organists of the 19th century, who 
were accustomed to playing a low B in the chord 
of C-Major. A slight accent must be put upon 
-..t.o":t-
the first note of each group that lies a semi tone 
below the note of the melody, and great care 
should be taken to play the first part of the 
variation softly. The impression to be produced 
should be that of someone "dusting the keys with 
a light feather brush." 
g) In the next variation, the prominence of the horn 
in the quintet version is preserved in the second 
piano part. 
h) The mythm of the following variation, so plea-
santly halting, relies for its charm on the fact 
that the first note 'of each triplet is held over 
from the last, and the divisions of the bar are 
only indicated by single bass notes. In the 
quintet version, the first violoncello repeats 
the theme without ornament, and closes the varia-
tion with a rising passage not at all unlike the 
beautiful f:tgure with which the composition ends, 
and a very individual little phrase for the horn 
is now transferred to tm second piano. 
i) An extended and wholly irrelevant variation, 
beginning in G-Minor, leads in the quintet 
version to another . 
j) in which all five i nstruments are combined. 
k) The final variation, or rather resunp:t;·ion of the 
theme with slight alterations, ended with a simple 
arpeggio first in one piano and then in the 
other; the lovely interweaving of the two 
arpeggi in contrary motion was a happy after-
thought. 
Intimacy and affection are breathing throughout 
the music. These qualities are almost pre-dete~ined by 
~he character of the theme itself; they are carried through 
in the treatment of t:t:e voices which are gentle in their 
dialogue, but strong when they unite in common aspiration. 
The specif'ic nature and passage of this music is fully 
illustrative of those peculiarities which are commonly 
ascribed to the genre of chamber music. While the two-
piano combination for the first time is made the vehicle 
of a musical branch honored by tradition and substantiality, 
the medium at once becomes fully representative and even 
typical of that entire artistic genre. 
The entire work is encompassed within tre tonality 
of B-flat Major with digressions into related keys occuring 
now and then. The variations are not numbered and are to 
be played continuously, with only a brief pause between 
the sections. From the formal aspect, the treatment is 
very free, and at times there is a little similarity between 
the melodic and harmonic line of a variation and the theme. 
As though apologizing for this procedure, Schumann reverts 
several times to the original theme, almost unchanged by em-
bellishment. The continuity thus established, he digresses 
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again. Although the varia tiona 1m rge into each other with-
out interruption, they are well-defined and therefore can 
be distinguished easily. 
As stated before, Schumann composed this work in 
1843, before. he had quite recuperated from the exhaustion 
of the three fabulously creative years, 1840-1842. This 
is one of his finest pieees and a stand-by of most two-
piano teams. Despite a theme that edges ever so slightly 
towards t~ sentimental, and a final variation f'CJr which 
the expressive word 11 dinky11 1 might conceivably oome to mind, 
it is a notable composition. With its subtle harmonic, 
rhythmic, and melodic wealth, and above all with the essence 
of true Schnmsnn which it dis tills, the music more than Dl8k es 
up for those defects. 
It breathes a lofty excitement. One feels that it 
was written for Clara and with deep love. The high spots 
begin with the third variation, where the descendtng fifth 
is used in the same pivotal way in which it had already been 
used in the quintet version. Schumann must have chosen the 
bizzare cooperation of a horn and two violoncellos with the 
pair of pianos because he was so fond of the deep, rich 
coloring remarkable in his works. But it proved too hard 
to assemble sueh a combination. Besides, when the original 
work was tried out at Haertel's in March 1843, it did not 
sound very well. Re-scored for two pianos, it had its 
1 Schauffler: "Florestan, the Life and Work of 
Robert Schumann, pp. 364-366. 
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debut in August under the hands of Clara ani Mendelssohn. 
Since then it has held its own with the best of everything 
written for this combination. 
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The Contributions of Frederic Francois Chopin 
A virtuoso by profession, Frederic Chopin towered 
above his colleagues by virtue of his genius which was both 
strongly nationalistic and peculiarly personal. His hyper-
sensitive individuality, his fastidious and even exclusive 
style of composition, and his temperamental disposition 
combined in producing the prime character of ever-fluctuating 
nuances in his musical conception. This chief quality was 
not very conducive to two-piano discipline, for reasons whiCh 
can be considered self-evident. 
Actually, very little is known of Chopin's activities 
in the duo-pianistic realm. His pupil, Carl Mikuli, relates 
the fact that a second piano was regularly used by Chopin 
for demonstration during his lessons. Chopin and liszt are 
known to have paired on at least one occasion at a meeting 
in one of the salons of Paris. Private and public two-
piano playing in the Grand-Duo tradition was continuing to 
be a popular attraction, but the underlying attitude of the 
virtuoso regarding his sporadic duo-performances was not 
in keeping with a sincere approach to, and with the maxims 
of a true ensemble in which the collective purpose needs to 
supersede the individual tendency. 
Little as there is known about Chopin's two-piano 
activities, his Rondo inC-Major, opus 73), nevertheless 
reveals a certain amount of interest in the medium. This 
Rondo for two pianos which Chopin gave to the literature, 
was published posthumously. Despite the late opus number, 
it is really an early work, dating from the year 1828, 
Opinions on the musical merits of the composition are divi-
ded. For instance, Hall writes that 11 this early Chopin 
piece is light fluff, easy to lis ten to but hardly of great 
consequence. 111 However, Brodsky calls the piece "glittering 
and beautiful ••• one of the most delightful pieces in two-
2 piano literature." Hutcheson, on the other hand, speaks of 
the Rondo as of "an unimportant composition of the master and 
pupil type, with an easy part for the second pianist. 113 The 
weakness pointed out by Hutcheson probably has been felt by 
many duo-pianists, and it is for this reason that it is not 
performed too often. 
The Rondo is a fine exhibition piece. The problem 
of the Polish compa!l er was to reconcile two Chopins who were 
to concertize with each other. Thus formulated, his attitude 
towards, and his difficulty with the two-piano medium become 
eelf-evident. Entirely aside from all other considers. tiona, 
however, Chopin's Rondo remains a fine example of the early 
"salon" type of composition in the duo-pianistic idiom. This 
genre combines charm and sentiment with outward glitter; it 
has remained in popular favor throughout the century which 
has elapsed. 
lnavid Hall, "The Record Boo," p. 824. 
2Albert E. Wier, "The Piano," p. 350. 
3Hutcheson, "The Literature of the Piano," p. 222. 
The Rondo in C-Major was composed in 1828 when 
Chopin was only 18 years of age. Tlr:! late opus number 
{73} derives from the posthumous publication of a group 
of Chopin's compositions which were undertaken by Fontana 
in 1855. The particular works were lis ted as opus numbers 
66 and 74. 
The Rondo, despite the composer's youthful age 
when he penned the wolk, is typically 11Chop1nesque" in 
many respects. It is an ingratiating piece, both sparkling 
and sweet at the same time, and saturated with aristocratic 
refinement • 
The program notes to a recording of the work contain 
the following: 
This expression of the young Chopin breathes a fresh-
ness, an almost naive quality. Filled with the wist-
fulness and melancholy charm of his youth, a period 
untouched as yet by the bitterness and disillusion-
ment of later years, the work permeates with delicate 
grace and melodic beauty, From its improvisational 
and expectant opening to the grand finish, it is 
filled with gayety. Polish rhythms, rubato changes, 
and enchanting modllations fill this music, while 
each new entrance of the rondo's captiyating theme 
brings with it a refreshing interlude. 
1A Two-Piano Recital: Luboshutz and Nemenoff, 
Duo Pianists, RCA Victor Album, DM 1047 . 
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The Contributions of Franz Liszt 
The major contribution to the original literature 
for two pianos by Franz Liszt is the Concerto Pathetique 
in E-Minor. The concerto was composed in 1850 as a 
Grosses Konzert Solo for Adolphe Henselt, one of the most 
celebrated pianists of the nineteenth century. A reference, 
found in one of Liszt's letters to .~arl Reinecke (dated 
March 19, 1851), makes mention of the composition under the 
title G6~certo without orchestra. The work underwent a 
first metamorphosis in 1865 when Liszt rewrote it for two 
pianos ·. At this time, he also extended the score of the 
new version which he called Concerto Pathetique. The music 
and the f>nn into which it was cast occupied the composer's 
mind for a period extending over twenty-seven years. Ap-
' parently not yet satisfied with the edition of 1865, Liszt 
effected still another alteration as late as 1877. In the 
same -year, he played this final version of the Concerto 
Pathetique with Ingeborg von Bronsart, one of his pupils, 
at a concert at the Tonkuenstler-Versammlung, a·t Hamburg. 
The work is in one movement ani therefore represents 
a formal aiJiogy to the structure of a symphonic poem. Several 
tempo changes occur and the sub-division into various sections 
or movements is t~eby implied. The principle of thematic 
development is the same as in the symphonic poems. A fore-
runner and possibly a model of Liszt's Concerto Pathetique 
was a work of the same title and general outline composed 
by I gnaz Mos che les. 
Stimulated and encouraged by the oomposer• s repeated 
experimentations with the work, several additional arrange-
ments were created following Liszt•s own final version for 
two solo pianos. Of these revised editions, the one by 
Eduard Reuss, writt en in 1880, commands attention in that 
it was executed under the supervision and with the full 
sanction of Liszt himself. The Reuss arrangement, which 
was for one piano and orchestra, twenty-six years later 
received a parallel treatment when Richard Burmeister devised 
a similar setting. 
In each stage of the extensive experimentation which 
the Concerto Pathetique has undergone, the work successfully 
emerges with its emphasis on musical substance rather then 
on mere technical showiness. In spite of the controversial 
aspects regarding its form, the volune and essence of its 
purely musical ideas rate the composition high among all of 
Liszt•s creations. The concerto also marks a definite ad-
vance in the realization of the orchestral color potentiali-
ties which are inherent in the two-piano medium. 
In the comments from its critics, the Concerto 
fathetique has received both praise and derogation; the 
adjectives attributed to the work range from nsublime" 
to "banal." 
In addition to the Concerto Pathetique, Liszt also 
made a masterly arrangement for two pianos of his own~ 
Juan Fantaisie. This work was originally written for solo 
piano. It is breath-taking in its brilliance and splendor, 
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and the impression obtained is even more powerful in the 
transcription for two pianos. But the Chief reason why 
Franz Liszt is to be recognized as one of the great path-
finders in the art of duo-pianism, rests with still another 
of his numerous creative efforts. That particular dis-
tinction is based on the monumental arrangements of his 
Twelve Symphonic Poems for two pianos. The twelve symphonic 
poems include: 
1. Ce 
-
qu•on en tend ~ la montagne 
2. Tasso 
3. Les Preludes 
4. Orpheus 
5. Prometheus 
6. Maze;eEa 
7. Festklaense 
a. Heroide funebre (Heldenklage) 
9. Hunsaria 
10. Hamlet 
11. Hunnenschlacht 
12. The Ideals 
Some of the works are well-known in their orchestral 
forms, but the fact that all of them are available in Liszt•s 
authentic two-piano versions is little observed. Yet these 
arrangements must be considered as of paramount importance 
because they bring into clear relief the twofold significance 
which duo-pianism was destined to assume in symphonic music, 
This trend of thought was materialized in the many experi-
-..Lv--:t-
menta of both Liszt and Brahms. The of employing the two-
piano medium as a symphonic workshop occupied the champion 
of "program!' music as much as the staunch apostle of the 
rtabsolute," for it was Brahms who at the same time used 
duo-pianism as a convenient form for his own musical essays. 
Both compos era realized that the combination of two piano-
fortes can proTide the closest semblance to the orchestral 
idiom. 
L:lszt was both the supreme virtuoso and poet of 
the pianoforte and as such could hardly think or hear other 
than in terms of his chosen instrument. This is why Anton 
Rubinstein, in his Conversation on Mus 1c comments on the 
symphonic poems by Liszt: 
His orchestral instrumentation exhibits the same 
mastery as that of Berlioz and Wagner, even bears 
their stamp; with that, however, it is to be 
remembered that his pianoforte is the 'Orchestra-
Pianoforte• and his orchestra the 'Pianoforte-
Orchestra,' for the orchestral composition sounds 
like an instrumented pianoforte composition." 
Johannes Brahms 
It is only one step :from the twelve symphonic 
poems by Franz Lis zt with their dual existence as orches-
tral works and as two-piano condensations to the works of 
Johannes Brahms. His attention to ar:rl his extensive em-
ployment of the two-piano and piano-duet oombination was 
based on reasons which at the same time were very personal 
and very practical. The former are found in his relation-
ship with the Sdl.umanns which deeply influenced both his 
private am his creative life. Well-known are the help and 
friendship, the advice and the encouragement which Robert 
Schumann bestowed upon the younger composer. Not less 
:familiar is the af:fectionate loyalty which Brahms so richly 
returned. 
It is not deemed necessary to dwell on a speculation 
regarding the speci:fic nature o:f relations which existed 
between Gl.a ra Schumann and Johannes Brahms. However, there 
i ·s no doubt that Clara exerted a marked power and inflU3nce 
over Johannes throughout his life. Especially important to 
the cur rent topic of duo-pianism is tb::l :fact tba t Clara 
became the living incentive :for the practical interest which 
Brahms took in the two-piano medium (as well as piano-duet). 
To the mind of Brahms, t~ tonal ideal was to be 
sought in the :full employment of the symphony orchestra. 
Throughout his artistic developusnt he aspired toward thet 
:final triumph and satisfaction to see himself' the master o:f 
the orchestral body commanding its cba llenging complexities 
and elusive subtleties. The two-piano medium as well as the 
piano-duet permitted him a convenient mode af experimenta-
tion with vast symphonic projects. With him it was the 
vehicle ror ideas and the medium ror sketches, drafts or 
blueprints. The testing ground had become a monument. 
These two chief motiva tiona for the frequent and 
long-lasting employnent of the two-piano ~dium by Brahms, 
the personal and the practical, are often overlapping. At 
times, they are so closely integrated that a distinction 
becomes impossible. For that na tter, sny analysis of 
primary motives carries only subordinate significance when 
the ultimate result defies its evaluation in terms other 
than those of the absolute. 
It is now with special interest that the writer af 
this paper turns to the wcrks or Johannes Brahms, in which 
the two-piano medium or piano-duet was ei th.er t~ tool. or 
the objective. 
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Compositions for One Plano - Four Hands 
Very simple in content and compos! tlon are the 
Schumann Variations for plano ~ (opus 23), which are 
in real! ty free varia tiona. The the~ is that of SchWDal n • s 
Letzter Gedanke, which the composer's clouded mind imagined 
to have been communicated to him by Schubert and Mendelssohn 
on the night of February 17, 1854. Nobody will be able to 
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forget this heart-rending story as he studies the Schumann 
Varlatlo~ by Brahms. This master of resignation in music 
was just the man to illuminate the theme from a fresh point 
of view in each variation, entering into it anew every time 
with an uplifted exaltation of grief; and he does so in the 
most arresting fashion, when, in the last variation (the 
tenth) he associates it with a funeral march. 
- .Ll::lt) -
·.~("'I t ' . 
-
~ f~ 
!() \._ j@ 
" 
. 
fL:1 I L.d I u -= w 
... .c:::c::a .... J;:f!!!~ =a 
=== ~ ~~~ !}:/ f~!'" ~-; .t7 
The theme _certainly has not the slightest "Schubertian" 
character; but it is all the more reminiscent of Mendelssohn, 
and in its tender, noble resignation, it is reminiscent of 
Schumann himself. Brahms has preserved the dual character 
with great subtlety in his variations--and yet from the 
first one onwards they are pure Brahms. For all the uni-
for,m consistency of the prevailing mood, it is again the 
very diversi~ and finely discriminated contrast of atmos-
phere and character between tm several variations tba t 
proclaim the bor.n master of this artistic fonn. They are 
free 11character variations, 11 and the whole is written 
around and for the beloved master. Powerful and aggres-
sively truculent numbers are not lacking, as shown in 
the variation 
number VI 
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but on the whole the tender note prevails, and the ones 
which go straightest to the heart are precisely those 
which offer the tenderest and most loving attribute to 
the dead master. For instance the third, with its dreamy 
gliding thirds and sixths: 
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or the fifth, in which the melody, with its horn-like echoes, 
seems to pour forth as from an overflowing heart: 
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or the ~nth, which is thoroughly "Brahmsian" in its 
accents: 
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The Funeral March variation (number X}, which closes the 
series, soars up in a joyful hope in the second section, 
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poetically introduces Schumann's theme once more under a 
different aspect and wl th different harmonization, and ends 
with a soft, resigned lament vbicb. seems to say, "He is no 
more: may he rest in peace. 11 
These Schumann Variations (opus 23), were composed 
in November, 1861 at Hamburg and dedicated to Miss Julie 
Schumann, Schumann's third daughter. 
The great popular successes among Brahms' piano 
music are to· be found in the piano duets of a more intimate 
character: the Walzer (opus 39), and the ~rische Taenze 
(Hungarian Dances). 
The Walzer, dating from the middle sixties, were a 
great surprise to the musical world of the time. They are 
symbolic of the first strong reaction of Vienna and the 
Viennese atmosphere upon Brahms' creative work. We may 
say that he has included every style ani type of waltz in 
his collection. But perhaps the earnest North German 
speaks in the lovelest and most characteristic accents in 
those of an "elegy" type, and, next to these, in the gently 
and pensively dreamy numbers. These are also the most 
delicately elaborated ones from the point of' view of work-
manship. There is perhaps no other wOik of Brahms in which 
his pensive side, his quiet, deep delight in simple joys is 
revealed so frankly and simply as in the waltzes for piano 
duet, which have made their way all over the world in 
arrangements of all possible kinds. Brahms himself 
arranged five waltzes from the opus 39 for two pianos. 
The original set of sixteen waltzes for piano-duet was 
transcribed by Brahms also for piano solo. 
The 5 Walzer selected by Brahms from his opus 39 
for arrangement in two-piano form are those numbered in 
the original cycle as numbers 1, 2, 11, 14, and 15. The 
last one is the well-known little gem in A-flat Major. 
The arrangements were dedicated to Frau Seraphine Tausig, 
the wife of his good friend and celebrated pianist Karl 
Tausig. While the two-piano version gives marked pre-
dominance to the first piano part and relegates the second 
instrument to an accompanying role almost throughout the 
total work, the effect achieved is a most felicitous blending 
and constitutes a full exploitation of duo-pianistic sonori-
ties. 
These 16 Walzer for piano-duet (opus 39), though 
grouped under one opus number, are neither a set nor in 
any other sense a contextual work. No doubt that the suc-
cession in which the oo llection 1s arranged, is one deemed 
by the composer to be suitable for a continuous IS rformance, 
as may be perceived from the arrangement of keys. These 
follow with a dis tinct relation to the original key as far 
as number 6, a similar relationship being resumed for the 
last six numbers also, while the four middle numbers (seven -
ten) have a much freer key succession. Such method shows 
the order to have been chosen deliberately but even this 
does not render the collection a continuous work. 
The ~ollowing example shows, melodically, two bars 
o~ the opening in each case. 
#1-B-Major #2-E-Major 
#3-G# Minor #4-E-Minor #5-E-Major 
#6-C# Major #7-C# Minor #8-B-~lat 
#9-D-Minor #lO-G-Major #11-B-Minor 
#12-E-Minor #13-B-Major #14-G#-Minor 
#15-A-fla t # 16-C# Minor 
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Waltz f! is of brisk and vigorous character, with 
decisive phrases, and very spare amount of sostenuto: 
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Waltz #2 is one of the most extremely melodious and 
vocal in character. It is in two sections and both are 
repeated. 
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The richness o£ harmony, generally, and especially the 
modulations of the second section are features of this 
piece. It exemplifies the "valse-wave" in perhaps its 
most charming manner: v.he re the sos tm uto of the melody 
at the commencement of each bar is l!lkillfully helped by 
quaver motion in a sub-ordinate part. 
Waltz #3 is a highly original valse, ver.1 grace-
£ul and in two sections of eight bars, each repeated. 
Although here classed with the valses of "waving rhythm," 
this number has a certain i~dividuality: 
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A powerful rhythm and very rich harmonic color 
are the chie£ characteristics of the Waltz ~· It is 
built in ·mwo separate sections of 8 and 18 bars, the 
latter o£ these being extenied by two bars in favor of a 
fine harmonic progression, which interrupts ~e cadence 
to that extent. The style is appassionato, with a glorious 
crescendo in the middle of the second section, culminating 
when the original theme is regained. 
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Waltz i£ is almost church-like in character, with 
frequent suspensions, and an organ-point of eight bars. The 
melody is mostly in the alto with accompanyir.g parts, both 
above and below. This melody was used Q1 Brahms in the 
third of mhe Vocal Quartets with pianoforte accompaniment, 
opus 31 . 
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Waltz #6 is highly brilliant and has two repeated 
sections of 8 and 26 bars. The second section is rhythmi-
cally constructed as 12 and 14, this ~pparently capricious 
phrasing being due to the fantastic character of an in-
cessantly moving upper part. 
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Waltz #7 is a very sentimental piece; the poco 
E,!u andante is welcome after the brilliance of the previous 
number. In the last valse the individuality of the beat 
is prominent; but now this is no longer the case. There 
is a new rhythm of which a leading trait is the adding of 
emphasis to the second beat of every alternate bar. 
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Waltz ~ is very sprightly, dainty, piquant and 
altogether a delicate specimen of the form. This number 
consists of two repeated sections of 12 and 18 bars; the 
expression is sott~ !££!• The whole of these valses are 
remarkable ~r the fideli~ of the several numbers to a 
set bar-subdivision; and in almost every cas,e, the feature 
is to be esteemed. 
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Waltz #9 is of nwaving rhythm,n and resignedly 
melancolic and dependent in character. It seems likely 
enough that this valse is reminiscent to Schumann's 
Davidsbuendler #18. 
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Waltz #10. Humorous for Brahms, this little number 
consists of two repeated sections of 8 bars only. It is 
therefore one of the shortest, seeming almost like an in-
terlude when the valses are being played continuously. It 
is the only valse of even slightly scherzo character, and 
even this is rather the scherzo of the philosopher at play 
than that of the light-hearted. Short as it is, Brahms 
has still found room for certain samples of his method. 
Thus, the melodic use of the under-changing notes begins 
at bar siz; but i t is not until the eighth bar that its 
object appears--that of providing a neutral combination 
with the possibility of returning, or to passing on to 
the chord of B for the next section. The return to the 
key, by taking the same two bars, first in major and then 
in minor, is also characteristic: 
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Waltz #11. For pure "valse-spirit" this stands 
ahead of most of the others--this quality arising from the 
fact that its harmonic progressions contribute more to the 
rhythmic flow than is perceivable in the other numbers. 
The second section again begins with two bars, first in 
minor, then in major; there is also an exquisite harmonic 
progression, leading to the return of the theme in the 
second section. 
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Waltz #12. This valse has a peculiar "cachet," 
on account of its wave, almost invariably consisting of a 
crotchet on either side of the bar-line. It is interesting 
to compare this effect with Valse~ in which tne same 
figure was prevalent, and to observe, how aifferently the 
same rhythmic design may be made to appear. The opening 
of the second section is also quite interesting for a very 
charming modulation. 
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Iri Waltz #13 Brahms evidently regarded the form as 
one of unusual receptiveness, and as embracing all rhythms 
possible to the 3/4 time bar, excepting only those proper to 
other dance forms. 
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The rhythm of Waltz #14 resembles somewhat the 
mazurka, on account of its prominent second beat; but 
this impression is partly cancelled by the steady con-
tinuance of a pizzicato-like quaver bass. The phrasing, 
in its expression, and especially at the cadences, shows 
also an inclination to depart from the valse-character. 
The first section contains an exceptionally interesting 
transient modulation. 
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In Waltz # 15 is something of the Tyrolese folk-song 
character, wnich Brahms must have found inspiring. Though 
the second section goes beyond the usual limits, it con-
tains very little new material. This is one of the few num-
bers which will not bear repeated performance, the same 
kind of bar-subdivision being so long maintained. 
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Waltz #16: The laet eight bars utilise the original 
theme as a counterpoint to a new melody, or rather, to an 
adjustment as upper part of' the melody, which was previously 
in the alto. The f'act of' this valse having a f'eminine ending 
is a reason f'or not accepting it as an intended conclusion 
of' the entire work. 
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This work, opus 39, was first published in 1867, 
and soon proved to be more productive of a favorable 
feeling towards Brahms than his more serious and ambitious 
compositions; even critics who had hitherto never been able 
to find a good word to say for him, suddenly discovered 
some ground for praise. 
Even more than the Walzer the Hungarian Dances 
for piano duet, of which the first two volumes were pub-
lished in 1869, are a proof of the master's versatility 
as a creative artist. In this work Brahms arranged gypsy 
tunes which he had collected at various times after his 
cone ert tour with Remenyi. In 1880 two more volumes of 
Hungarian Dances for piano duet were published, comprising 
also three original compositions. This second series is 
more artistically written and more profound, and therefore 
a little more "Brahmsian" than Hungarian. They appeared 
under the title ''Ungarische Taenze fuer das Pianoforte zu 
vier Haenden gesetzt von Johannes Brahms. 
The original melodies of these dances are the owner-
less property of gypsy orchestras; the names of most of 
their composers are long since forgotten, but their melodies 
have become immortal through Brahms' setting. (He has laid 
stress on the word "arranged" on the title page.) The 
enormous and apparently insurmountable difficulty of such 
transcriptions can only be understood by those who have 
heard Hungarian melodies of this kind performed by genuine 
Hungarian orchestras. 
Brahms has succeeded in doing so to an amazing ex-
tent. His powerful auxiliaries were a rhythm and harmony. 
With the sound and inspired instinct of a born musician he 
brought out the individual dlaracter of the melody sharply 
in every case. It is still more amazing to hear how he has 
maintained and preserved the essential, individual, and 
genuine features of gypsy music in his musical idiom. These 
dances sound like original Hungarian folk-music and demand 
to be played in this spirit. For this reason they delight 
and enchant most listeners--the amateur because of their 
natural quality, and the specialist because of their art. 
Their success was enormous and arrangements of 
them were legion. Though Brahms was accused by his con-
temporaries of plagiarism, he himself obviated all possible 
misunderstanding by two means: 1) the absence of an opus 
number, and 2) the words ''arranged'' (gesetzt) for the 
piano." 
As mentioned before - Brahms wrote altogether 
four rooks of Hungarian Dances: 
book I consisting of 5 dances) 
) published in 1869 
book II consisting of 5 dances) 
book III consisting of 6 dances ) 
) published in 1880 
book IV consisting of 5 dances ) 
Dance #J:. is said to be founded upon the melody of 
Isteni Czardas (or Sacred Czardas). It is in G-Minor and 
although the only indicated movement is Allegro, a dis-
tinction in speed is generally understood between the pas-
sages marked espress and those marked leggiero; the two in 
alternation are forming a rubato, giving zest to the dance. 
In addition to that, the impetuosity of concluding phrases 
is s orre times emphasized by a slight accelerando so that on 
the whole, the movement may be considered varied. The dance 
may also be considered as one formed of two sections which 
alternate. A feature is that the section of cantabile 
character comes first. 
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Dance ~ is in D-Minor (changing to D-Major). This 
plece is said to be founded upon the melody of the Emma 
Czardas by Mor Windt~ 
The dance opens very brightly, but mol'"'e t h an usual 
importance is to be attached to the clackening end of the 
periods, because of the salient contrasts necessary to the 
Hungarian style. The prescribed time at the opening is 
Allegro ~on assai changing to Vivace, but the latter has to 
be interpreted as a rather ''wild 11 time; the real Allegro, 
coming at the beginning, and o:f oourse, at the other places 
marked in ~empo. O:f the 173 bars used in performance only 
about 50 present :fresh material--all the rest being literal 
repetitions or elaborations o:f previous works. There is no 
"trio" e:f:fect, but the calmness of the opening o:f the D-Major 
section is an approximation. 
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(D-Maj or Section) 
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Dance #3 is in F-Major, changing to D-Minor and later 
to D-Major and is said to be rounded upon the melody of 
Tolna! Lakadalmas (or Wedding Dance) by J.Rimer. 
The leading subject is extremely melodious and well-
contrasted with the following sectl.on in D-Major (Vivace). 
Th are follows a D-Minor section. The violent and sudden 
contrast both or tone, volume, and speed are of the same 
nature as those already prescribed. 
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Dance t! is in F# Minor, changing to F# Major and 
is based on the melody or Kalocasay by N. Metry. It partly 
bears out this conception by seeming to be composed or tunes 
rather loosely connected. The Molto allegro section seems 
to be a little overdrawn, especially as it is rollowed by a 
simple da capo, but no coda is provided to any or these pieces. 
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Dance #5 is in the key of F# Minor, changing to 
Major and based upon the melody of Bartfai-Emlek, or 
Reminiscences of Bartfai by Keler Bela. 
This piece, although apparently also a selection, 
does not present he same variety of contents as the previous 
number. On the other hand, the periods within themselves 
are very r.1. ch examples of Hungarian rhythm. It may be 
mentioned that in the Vivace of this piece as usually played, 
the slowness of the passages marked poco ritardando is 
greatly exaggerated. 
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Dance 1t..§_ is in D-flat and changes to C# Minor and 
is supposed to be founded upon the melody of a dance called 
Rozsa Bokor (Rosebush), by Adolph Nittinger. 
This is one of the most popular numbers, and like 
#1, has a solemn cantabile in the prominent position as the 
first subject. The piece is singular in starting off with 
a contradiction of the indicated movement. The latter, 
however, is taken up for the second half of the strain, 
with humorous effect. The molto sostenuto section is a 
fine contrast and altogether, the popularity of this piece 
is well-explained. 
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Dance t1_ is in F-Major and is based upon a folk-
song, the composer of which is unknown . It is of -~ne 
simplest possible lyric construction; the two settings 
which intersperse with the opening period, being well-
contrasted and the whole, highly melodious. The contrasts 
however, are not so demonstrative as in many of the other 
numbers, and the special "Hungarian" feature is not so 
pronounced. The two middle periods are in C and D-Minor, 
respectively; but the latter modulates to C, on which 
dominant a quase-cadenza is formed, leading to the return. 
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Dance #8 is in A-Minor and based upon the melody of 
Luiza Czardas by J. Frank. This is one of the more extended 
numbers, the Czardas being a dance in which the music usually 
runs to somewhat greater length. A feature lies in Brahms 
having resorted freely to figuration, resulting in elaborate 
variation of some of the leading material, and drawing upon 
the player for considerable execution. 
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Dance ~ is in E-Minor and founded upon the melody 
of Makoc Czardas by J. Travnik. The character of the Czardas 
is here in pronounced form. The harmonic progressions o£ 
the first section are highly interesting, as is also the 
rhythm of poco sostenuto. 
This piece makes a brilliant display of the player's 
technical power, and scarcely seems to be in the enjoyment 
of the £avor which its attractiveness would warrant. 
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Dance #10 is in E-Major and founded on the melody 
of Tolnai Lakadalmas by J. Rizner. Although extremely 
difficult whEn taken at a pres to tempo, it is one of the 
most brilliant of the set. 
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Dance #11: This number commences the second col-
lection--the portion of work in which Brahms included among 
the dances some of his original compositions. On the whole 
it is a tune in Dorian mode as is shown by an apparent key 
of D-Minor requiring the natural signature. The use of the 
Major dominant however, excludes the piece as a pure example 
in this respect, and especially as the modern leading-note 
finds its way occasionally into the melody as well. This 
dance is of solemn character, the hannonic progressions 
upon which it is built being very solid and sustaired. 
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Dance #12 is in D-Minor, changing to D-Major and 
like #21 highly effective and attractive in every sense, 
save that it seems to collect phrases which occur else-
where. A feature lies in the contrast between the in-
herent wildness of the phrases and the general softness 
of the indicated marks of expression. The temptation to 
a loud effect is so natural, that the piece is seldom 
played as it ought to be played. 
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Dance #13 is in D and consists of two contrasted 
sections, and is also another instance of the cantabile is 
characterized by a flowing motion of the inner parts and 
contains a cello melody of such expressive kind as almost 
to suggest a reference to something of which there is no 
information. 
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A drum-figure, consisting of two quavers with preceding semi-
quavers marks every second and third bar of the three bar phrase. 
j 
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Dance #14 is in D-Minor and is one of Brahms 1 
original compositions included in this set. 
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Dance #15 is in B-flat and changes to the same Major. 
This is one of the most interesting numbers--its beauty being 
sufficiently manifold to warrant a detailed exposition. It 
contains three sections, none of which is repeated, so that 
also in quantity of material it exceeds most of the other 
dances. The concluding piu vivace offers one of the most 
graceful combinations of two against three, which Brahms 
ever wrote. 
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Dance #16 is in F-Minor, changing to F-Major and 
A Minor and finishing in F-Major. The opening F-Minor 
s ection of this piece may be regarded as an introduction, 
as it is not only different in style, but not even the 
key is afterwards repeated. Considering the dance as 
beginning with the Presto, it consists of two sections 
of 24 measures each with an intermezzo of 12 bars fol-
lowed by the return to the first section. The presto 
sections are extremely vivacious in character, but the 
piece lacks key contrast--the 12 bar intermezzo in A-Minor 
is insufficient to relieve so long a continuance in F. 
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Dance #17 is in F# Minor, changing to F# Major and 
is constructed upon nearly the same lines as the last num-
ber--an introduction (Andantino) followed by two sections 
with the repeat of the first one. Whatever its origin may 
be, the introduction owes much to the mode of .its arrange-
ment. It consists of what may be described as an earnest 
"fourth-string" melody; and the entire grace is due to the 
two-against three quaver arrangement, in which the normal 
2/4 time is f'irst in the melody, and then in the accompani-
ment and vice versa. As usually happens af'ter such ref'ine-
ments, in the remaining sections there is a complete ab-
sence of' them. The rest of' the dance, being of' simple 
rhythm, and of the normal Hungarian vivacious character. 
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Dance #18 is in D and there is such an artistic 
f'inish about this piece that Brahms' share in the transac-
tion looms before the mind at once. In the second part of' 
the f'irst section the original f'igure is preserved and the 
melody thus seems to continue uninterr~ptedly; a counter 
melody of rolicking character is introduced, causing wonder 
as to which is to be regarded as principal. Later, a simi-
lar counter-melody appears in connectionwith the f'irst 
part of' the same section. These are f'eatures belonging to 
Brahms in any event, and they are precisely those which give 
an individual interest to the piece. In other respects the 
work is inclined towards conventional Hungarian phrases. 
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Dance #19 is in B-Minor and is especially reminis-
cent of an aspect in which the whole collection of Hungarian 
Dances may be viewed--namely, a collection of pieces exhibi-
ting the utmost variety of rhythm possible to be obtained 
from 2/4 time. (It must be remembered that the whole of 
the dances are noted in bars of that length.) For purposes 
of instruction, if a collection were made of the varieties 
of distribution of rhythmical accents which occur in these 
pieces, the result would be as much a matter of surprise 
as of enlightenment. 
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Dane e #20 is in E-Minor, changing to E-Maj or. This 
piece consists of the contrast of two melodies, one senti-
mental and one vivacious. 
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The opening section has a chaconne character not 
very distinctively Hungarian. Altogether, there is a marked 
trace of Brahms 1 original handiwork throughout. In the 
second collection commencing with #11 there were several 
by Brahms, so that probably even in those which were not 
absolutely original, there was a greater admixture of his 
work than in the first books. 
Dance #21 is in E-Minor and is very animated through-
out. If there is a defect in this piece, it is the lack of 
"something new." Every phrase which it contains has been 
presented by the preceding numbers. If considered without 
reference to this fact, it must be pronounced as extremely 
effectiv~---------------------------------------------
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In the Liebeslieder {opus 52,) a set of waltzes 
for piano duet with charming parts ad libitum for vocal 
quartet, we feel the strong instinct of the true and ab-
solute musician, for whom notes must always take prece-
dence of words. Brahms caught the gay, teasing, exhilarated 
spirit of popular Viennese music even more fully than in the 
instrumental Waltzes (op. 39). 
... 
The Liebeslieder Walzer, which are for the most part 
slow Viennese Laendler of the "Schubertian" type rather than 
valses, spread with amazing rapidity, delighting everybody, 
whether at home or in the concert hall, wherever they were 
performed well. Together with the Ungarische Taenze they 
won world fame for their composer. Only six years later 
Brahms was able to follow up the 18 Liebeslieder Walzer 
{opus 52) with 15 Neue Liebeslieder- Walzer (opus 65). The 
words of both collections are Daumer's translations and in 
imitation of foreign folk-poe try ·(mostly Russian, Polish 
and Magyar) which are to be found in his Polydora. 
The two cycles fo nn the most charming complement 
to each other, both poetically and musically. The older 
Liebeslieder-Walzer {opus 52), are filled with an atmosphere 
of brightness and happiness, of a peculiarly soft Viennese 
cast. In them the joy and rapture of love predominates al-
most exclusively. Only occasionally is a deeper, grave note 
sounded: in number 2 in A-Minor with its agitated syncopa-
tions (Am Gesteine rauscht die Flut), in number 5 with its 
love-laments, now tender, now passionate (Die gruene 
Hopfenranke), in number 7 (Wohl schoen bewandt war es vorehe 
---- --- -- ---~-
mit me1nem Le~en), number 16 (Ein dunkler Schatten 1st Liebe) 
---· ---- -----
and the pervish number 11 {Nein, ~ 1st nicht auszukommen 
mit den Leuten) • 
In the Neue Liebeslieder Walzer (opus 65), on the 
other hand, unfaithfulness, jealousy, rejected love and 
.. 
misery have crept in. Even in those, which are perhaps 
the finest numbers--such as number 2 in A-Minor (Finstere 
Schatten der Nacht), number 4 in D-Minor (Ihr schwarzen 
Augen), number 12 in G-Minor (Schwarzer Wald, dein Scbatten 
ist so duester) and number 14 in A-Minor (Flammenauge, 
dunkles Haar)--emphasize the harsher, more passionate, 
dramatic and gloomy tone prevailing in this second col-
lection. 
In both volumes these qualities are reflected out-
wardly in the choice of the major and minor key. Out or 
18 numbers, in the first, six are only in the minor, while 
in the second, the number is the s arne out of only fifteen. 
Enchanting in its loveliness is the quiet and serene 
note on which the whole of the "love-work" in two parts ends 
in the concluding number of the second oollection: "Nun, ihr Musen, 
genug" (Gee the). In it the 3/4 time of the slow Laendler 1s 
broadened into a peaceful 9/4 time, and the pain and the plea-
sure of love oome to a soft conclusion in the sweet gratitude 
rendered to noble women: "aber Linderuns kommt einzig, ihr 
Guten, ~ euchu (but from you alone, who are good, does 
comfort come) • 
-r...~vv-
Compositions for T~ Pia~ - Four Hands 
Of the many compositions which were to come forth 
periodically (arrangements for two performers on one or 
two keyboards of his own works), those works will now be 
examined in which the two-piano medium was either the tool 
or the objective. 
Interest first centers upon a sonata for two pianos 
which Brahms produced in he spring of 1854. Initial mention 
of this work is made by Grimm who wrote to Joachim on 
April 9: 
Brahms is a most amazing man. He hardly delighted 
us by his 'Trio' (the early version of the B-Minor 
Trio), when he already has finished again three 
movements of a Sonata for two pianos, which to me 
appear still mare heaven-storming. 
It is comparatively little known tha. t the First 
Piano Concerto in D-Minor, (opus 15), evolved from this 
sonata ~ich in turn came into being only in lieu of a 
symphony. The project of the symphony is mentioned by 
Brahms in a letter to Schumann, written in January 1854. 
The first movement then had alreaqy been orchestrated, 
and the second and third movements had been drafted. How-
ever, Brahms soon stated: "A good deal is wrong in the 
composition, 11 and he subsequently postponed the project. 
Actually, it was to take h1m another twenty years to pro-
due e his f irs t symphony. 
What there bad been of an intended symphony, was 
soon converted into the Sonata in D-Minor for two pianos. 
• 
The composition was completed in the spring of 1854, and 
it was played for the first time by the young composer and 
Clara Schumann at Klema. John N. Burke gives the following 
description of the occasion: 
On May 24, he suddenly produced the manuscript for 
a •sonata in D-Minor for two pianos (the first two 
movements were eventually to be used in the First 
Piano Concerto). They tried it through several 
times, and she was excited by this first full un-
folding of the violent, demonic, darkly impassioned 
artist. As Brahms thundered through it, he seemed 
to tear at the piano, as if he must have a more 
dynamic and far-flung medium. The concept was plainly 
orchestral - Brahms was in deep self-search for the 
symphonic unfolding which Schumann had set as his 
goal. 
Clara Schumann's own diary entry on this event reads 
as follows: 
I tried over the three movements of his sonata. They 
struck me as quite powerful, quite original, conceived 
with great breadth and more clarity than any of his 
earlier works. We played them twice, and on Sunday I 
shall play them with Dietrich. 
Clara's first impression of the sonata grew with 
each pe rforma.nce. Dietrich, himself an important composer, 
made the acquaintance of he work S:fter his return from 
Leipzig to Duesseldorf. He then saw the sonata in a very 
careful manuscript, and some parts of the thematic material 
remained so unforgettable to him that he had no difficulty 
in recognizing the music again when it appeared in its 
various transformations later on. 
Brahms was not satisfied as yet. There still was 
some e lament which the composer felt to be a fundamental 
• 
• 
-,.,v,-
inadequacy in this work. The material, conceived or-
chestrally at first, now seemed too rich for the two 
unaccompanied pianofortes. Grimm, who played the sonata 
with Clara Schumann after Brahms and Dietrich, suggested 
the concerto form for it. The composer agreed to a com-
promise between the two projects--symphony and piano 
sonata--and subsequently proceeded to combine the two 
versions. From the further revision eventually emerged 
the Concerto in D-Minor for Piano and Orchestra (opus 15). 
It is in the Maestoso and Adagio movements of this concerto 
that two movements of the sonata for two pianos are found 
again, now s omewba t "simplified and lightened, 11 as Brahms 
wrote to Joachim in April 1856. A slow scherzo in Sarabande 
tempo was omitted from the concerto. Temporarily discarded, 
1 t eventually underwent a trans formation of its own and was 
given a rebirth when it appeared later in the second section 
of the German Requiem. There it was made to form the theme 
of a funeral march in the chorus Denn alles Fleisch, es ist 
wie Gras (Behold All Flesh). 
The sonata for .two pianos in D-Minor, in Kalbeck's 
words, remained the : 
••• main work of 1854 which, originally intended as a 
symphony, then had been reduced to a sonata for two 
pianos, because the composer felt himself too weak to 
command the orchestra for a finale which would have 
been equal to his powerful intentions and commensurate 
to the first three movements.! 
1 
Kalbeck, Johannes Brahms, Vol. 1, Chapter 7, p. 291. 
The same az:guish and struggle \'lb. ich accompanied the 
evolution eventually resolving in the D-Minor Concerto, was 
to attend the creative process culminating in the F-Minor 
Quintet. Even the sequence of stages in the course of the 
metamorphosis was similar, a sonata for two pianos forming 
the pivotal center between the primary version as a string 
quintet and the final cast as quintet for piano and strings. 
The work was first created in 1862. 1 Originally it was 
scored as a string quintet with two violoncellos. Realizing 
the shortcomings of the score, Brahms later burned the manu-
script of the original string quintet. Before committing 
the work to the fire however, he proceeded to transcribe it 
into a sonata for two pianos. This version of the music, 
later published (1872) as Sonata for Two Pianofortes (opus 34b) 
was completed during the winter of 1863-1864. On April 17, 
1864, Brahms played the work with Karl Tausig. The event was 
a special "Brahms Evening," entirely devoted to the composer's 
own works. 
Again the two-piano version of this great chamber 
music work in F-Minor was to function as an intermediary ob-
jective only and as a stepping stone to furtbe r development. 
Clara Schumann's critical advice was instrumental in causing 
Brahms to search for still another medium ib rough which to 
project his music. This definite form was ul tirm tely cry-
stallized when, in the summer of 1864, the composer arranged 
the material in its final version by scoring it as a quintet 
for piano and a trings. The work, now commonly called the 
F-Minor Quintet (opus 34a) became one of the most popular 
among the chamber music composi tiona by Johannes Brahms when 
it was published in 1865. 
As to the Sonata for two pianos which here demands 
the greater interest, it appears in Volume XI of the Breitkopf 
and Haertel edition of the Johannes Brahms, Saemtliche Werke. 
The sub-title of the headline "After the Quintet, opus 34 
bis," is an ambiguous one. According to the evidence sub-
mitted in the preceding i nvestigation, the two-piano sonata 
not only was completed, but had even been publicly performed, 
before the scoring as piano quintet was undertaken. Only the 
opus numbers of the two versions have been reversed by the 
composer, contrary to their genesis. At any rate, the musi-
cal substance is essentially the same in both opus 34a and 
opus 34b, although the quintet version has succeeded in 
achieving greater popular acclaim. Some comments by Ewen 
on the work contain the statement that 
Its elusive and subtle beauties are not easily grasped, 
and it was some time tiefore its greatness was fully 
appreciated. It is profuse with thematic ma teria1, 
developed with oonsummate mastery, and it abounds in 
subtleties of expr~ssion which require intimacy far 
full appreciation. 
An analogy is frequently drawn, and indeed sugg ests 
itself, between the opus numbers 34b and 56b by Johannes 
1Ewen, Music for Millions, p. 119. 
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Brahms. Like the F-Minor Sonata (Quintet), the Variations 
2.!! ~ Theme ~ Haydn also were published in alterm te form. 
The two versions are .for or cbe s tra (opus 56a) and f ,or two 
pianos (opus 56b), respectively. At once it should be anti-
cipated that critics find it impossible to attribute 
superiority to either of the captions and that "each version, 
in its own right, embodies a contribution of the fXrst im-
portance to its respective field" (Veinus). 
There has always existed some uncertainty in regard 
to the evolution of this work. Incidentally, the orchestral 
variations which constitute Brahms' first ambitious work ex-
clusively for symphony orchestra and which therefore represent 
a direct preparation for the First Symphony (opus 68), seem 
to possess chronological precedence, because of the opus 
· number 1 56a' given to them by the composer; the two-piano 
version, bearing the opus number 1 56b 1 , superficially would 
appear to be second 1n line. However, as 1n the case of 
the F-Minor Quintet, closer investigation reveals factually 
a reversal o.f priorities. 
Several important details bear out the correctness 
of the assumption that the two-piano version preceded the 
orchestral work: 1) during the Schumann Festival, which 
began August 17, 1873, Brahms and Clara Schumann played the 
Variations on two pianos at a friendly gathering. The .first 
printed edition o.f the two-piano version appeared in 
November of 1873. 2) On November 2, 1873, the orchestral 
variations were premiered at a concert of the Vienna Phil-
t 
harmonic Society. This version was published only two 
months a£ter the two-piano editions. It appeared in 
printed fonn early in 1874. 
Even without this evidence, it could be assumed 
according to the earlier discussion of the composer's 
working n:e thod, that .the two-piano varia tiona took prece-
dence and reached an earlier completion even while Brahms 
from the beginning may ba ve had in mind an or che s tra.l 
dimension of tm work. Kalbeck confinns this oonclusion 
when he writes: 
Which version :1s the original, cannot be decided 
with absolute assurance; the probability speaks, 
as far as the conception is concerned, for the 
priority of the orchestra varia tiona, while in 
regard to the time of execution the precedence 
( 11Vorrang") remains assured to the piano varia. tions .1 
As to the work itself, it is "unquestionably one 
of the most vi tal crea tiona in the entire two-piano reper-
toire" (Veinus). The theme was first drawn to Brahms' 
notice by Karl Ferdinand Pohl in the autumn of 1870. It 
was among some unpublished music supposed to have been 
written by Haydn. Brahms copied the second movement of a 
Divertimento in B-fla t for wind instruments. This move-
ment was entitled Chorale Sancti Antoni and contained the 
theme which is now believed to have been a popular German 
chorale of Haydn's day. Subsequently the melody was ap-
propiated by Brahms--the chorale now became the point or 
1Kalbeck, Johannes Brahm·s, V 1 II Ch t X 46~ o • , ap er , p. v. 
departure for eight varia tiona and a finale • The work is 
considered by many duo-pianists and music lovers as their 
favorite composition in the entire realm because of the 
mature splendor of musical projection, and the masterful 
trea trnen t of the two ins trument s • 
The theme is in B-flat Major, Andante tempo, 2-4 
time and the eight Variations are marked as follows: 
I. Poco piu animate, II. Piu vivace, III. con moto, 
IV. Andante~ moto, V. Poco Presto (Vivace), VI. Vivace, 
VII. Grazioso, VIII. Presto~ troppo. 
The theme itself is so diversified in rhythm that 
the rigidity of the variation form which Brahms frames 
around it never becomes apparent. The first section of 
the two-part theme contains two periods of five rmasures 
each. The second section begins with two phrases of four 
measures each and closes with an expanded period of eleven 
measures; the last could be sub-divided into groups of four 
and seven measures, respectively. 
Beginning with this theme of great nobility, Brahms 
embarks on his masterly discourse of variants and transitions. 
The first variation is built on the last five notes of the 
chorale theme. This first variation has an intricately 
rhythmed tracery which is freely woven above strong, marked 
phrases. In mood it is pensive and softly animated. 
The second variation shows the character of a gypsy 
dance elaborated against decorative passages. It is marked 
Allegretto and utilizes a rhythmic figure derived from the 
It 
chorale. This rhythmic figure becomes the center, around 
which independent melodic material is organized. The essence 
of this variation, (in B-flat Minor) is of a strident sort 
and furnishes a beautiful contrast to the warm inspiration 
radiating from the third variation which is tranquil ani 
flowing in movement. 
A melancholy mood breathes from Variation No. IV. 
There are two gentle melodies in the minor key which are 
given in counterpoint to each other. The principal theme 
towards the end is heard in double octaves. The composer's 
prescription dolce ~ simplice gives the direction for this 
variation, which Evans calls 11 highly scientific, 11 because 
of the rather complicated species of polyphony which is 
in~ved. Brahms achieves here some of the most genuinely 
moving movements in the entire wom, ani it is t~ synthesis 
of the most severe constructive formalism together with the 
flowing expression of emotion. 
In the f1 fth variation there occurs a complete change 
of mood Which now becomes light-hearted and fantastic. There 
is an inversion of the initial three-note figure of the 
theme, and an altogether laughing and romping tonal effect. 
After this rather good-humored variation, contrast is ~gain 
provided by the brilliant ani energetic sixth variation, which 
is in Scherzo form with staccato rhythm and an utterly martial 
character. 
The seventh variation to many is "the crowning point 
of new melody and new lusciousness" (Tovey). The rhythm is 
that of a Siciliano. In its serene and ~iet gracefulness, 
the variation is like a delicate idyl. An inversion of the 
melody is used as an ascending bass figure. 
From the sweetness of the seventh variation, the 
listener is committed to the mysteriousness of the eighth. 
This section again is in the minor key and has an air of 
soft-footed suspense and forboding darkness. The theme is 
inverted, and it is in this variation that several differ-
ences in detail occur between the orchestral and the two-
piano version. 
The Finale represents a new and independent little 
set of variations. In B-flat Major and 2/2 time, it is 
designated Andante. The form is alternately labeled as 
that of the Passacaglia and the. t of the Chaconne, but there 
is no room to dwell on the controversy accompanying the 
definitions. A modification of the first five bars of the 
theme serves as the basso ostinato which appears seventeen 
times as a ground-bass and in addition, is heard repeatedly 
in the upper voices. Over the converted Haydn theme the 
music moves to an overwhelming climax as at the end the 
glorious "St. Anthony Chorale" is sounded in rmgnificent 
sonority, with its five bell-strokes tolling be:r:e diction. 
Brahms has treated the parts of both instruments 
masterDully, and it seems that he has surpassed all pre-
vious achievements in the .field of two-piano composition 
with this monumental work. The composer himself delighted 
in playing the variations frequently in partnership with 
' 
Clara Schumann and with Elizabeth von Herzogenberg. 
Brahms upheld to the last this distinctive function 
of duo-pianism and piano duet. His own arrangements for 
two-pianos (as well as piano duet) of a great number of his 
later works, evidence anew his belief in the expediency of 
the duo-pianistic idiom. The piano scores came into being 
simultaneously with th3 orchestral scores, possible as 
sketches for the latter, or more likely as means of an 
immediate performance with the "surrogate orchestra" of 
piano duo. (Brahms arranged the following works for piano 
duet: Opus 11 - First Serenade far full Orchestra; Opus 15, 
First Piano Concerto in D-Minor; Opus 16, Second Serenade 
for Small Orchestra; Opus 18, First String Sextet in B-flat 
Major; Opus 25, First Piano Quartet in G-Minor; Opus 26, 
Second Piano Quartet in A-Major; Opus 36, Second String 
Sextet in G-Major; Opus 51, Two Strin~ Quartets in C-Minor 
and A-Minor; Opus 67, Third String Quartet in B-fla. t Major; 
Opus 69, First Symphony in C-Minor; Opus 73, Second Symphony 
in D-Major; Opus 80, Academic Festival Overture; Opus 81, 
Tragic Overture in D-Minor; Opus 83, Second Piano Concerto 
in F-Major; Opus 88, First String Quintet in F-Major; 
Opus 90, Third Symphony in F-Major; Opus 98, Fourth Sympho~ 
in E-Minor· 
- , Opus 111, Second String Quintet in G-Major. 
• 
CONCLUSION 
In the course of this review of the evolution of 
music for two performers on one or two keyboards a number 
of important historic phases :ta ve been examined. 
The first real school of keyboard composers arose in 
England during he reign of Queen Elizabeth. At that time 
the virginal, as a domestic instrument, had become very popu-
lar, and tb.e "English virginalists were admirably equipped for 
creating a repertory absolutely appropriate to the resources 
of the ins tr~nt." 
The principal collection of these treasures is the 
Fitzwilliam Virginal Book, and it contains compositions by 
Bull, Byrd, Gibbons, Giles Farnaby, Morley and others. 
Composers of the same period were Thomas Tomkins and Nicolas 
Carlton, and their compositions A Fancy f~ Two to Play, and 
A Verse for Two to Play ~ one Virginal or Organe, are the 
first keyboard duets ever written. These are compositions 
in the polyphonic style, with imitative scale passages, 
divided between the two players, florid broken chords and 
repeated notes occurring frequently. A slight touch of 
chromaticism is also occasionally introduced. On the whole, 
these first compositions for piano duet are contrapuntal 
works of high rank. 
Giles Farnaby•s For Two Virginals is the first work 
for two keyboards. It is a short composition and is based 
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on a folk tune melody. The Virginal II part is considerably 
more difficult than the Virginal I part m ich carries the 
tune in the upper voice. There is much duplication between 
the two parts • 
The virginalists left only handwritten manuscripts. 
In these, some clues may be derived from the fact that phras-
ing and fingering were employed in a mutual and well-defined 
relationship. The fingering is well-marked in the scripts 
of the English. 
There were two schools of keyboard performance: 
the English and the Italo-German. They had one idea in 
common--to use good fingers for accented notes and weak 
fingers far passing tones. The two schools differed ip. 
their viewpoints as to what were "good11 and what were "weak" 
fingers. (The English virginalists considered the first, 
third and fifth fingers as good, while the continental 
school, in a contrary outlook, decided in favor . of the 
second and the fourth. 
The Ehglish tecilnique is convincing to the pianist 
of today, because it exploits the natural resources of the 
hand, and because it enables the player to cope with con-
siderable difficulties of the old virginal music. Its 
masters employed virtuoso technique in almost the modern 
sense, their scores represent1.ng problems of manual inde-
pen:lence. One of the principal demands on the perfonner 
in the Elizabethan era was that of impeccable digitation. 
The influence of the early Italian Cembalo or 
' 
Harpsichord School was an important one. Its strength lay 
1) in the melodiousness of its polyphonic composi-
tions, and 
2) in the superiority of its hlrpsichord technique, 
especially appearing in the works of Pasquini (1637-1710). 
Pasquini left figured bass parts for fourteen Sonatas far 
two cembalos. The melodic and harmonic improvisa tiona in 
these pieces have to be executed by the performers, and it 
is clear ihat only t110 skilled musicians would and could 
make music out of them. 
The next step in the evolution of the prfect harpsi-
chord style was made by the French composers, about 1700. 
The efforts of the French School resulted in a more elegant 
and more ornamented style, or stile galant, as it was called. 
For Francois Couper in the c lavecin was a beautiful, but in-
expressive, musical instrument; ornaments are necessary so 
that its music may touch the he art. In his compositions for 
two keyboards Couperin demands egual technical ability from 
both perfonners (unlike Giles Farnaby's For Two Virginals), 
and they are in every resre ct representatives of Coupe~in 
and his clavacin style. 
The art of Couperin in general is characterized by 
soft and delicate texture. There is also great refinement 
in the use of inner voices, which often provide a shadowy 
and impressionistic background. Couperin required the 
greatest attention to detail of expression in his music, 
J 
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together with the utmost delicacy of touch. 
In Germany a good foundation had already been laid 
in music mich was intended for either organ or clavichord. 
However, to all intents and purposes, it was organ music. 
Along with Couperin and Scarlatti, Johann Sebastian Bach 
is to be mentioned within the realm of harpsichord music 
as in mmy other departments of his art. He supplemented 
the work of the two first nentioned by investir:g the instru-
ment with a new emotional expressiveness, giving sympathetic 
interpretation to the hopes and fears of man.kind.. Besides 
these qualities, Bach brought to the harpsichord music of 
his day the full power of his comprehensive genius. From 
the breadth of his experience came a keen discrimination in 
the adaption of musical expression to the peculiarities of 
any instrument or voice. 
The perennial spirit and universality of Bach's 
music give his harpsichord ~arks a freshness and appeal to 
modem listeners which surpass these qualities in the two 
other great harpsichord writers, Couperin and Scarlatti. 
The aesthetic value of his musical ideas makes them pecu-
liarly adaptable to the transfer from the harpsichord to 
the piano, a procedure that is frequently not nearly so 
successful with works of minor masters. The texture of the 
great nB.ster's work is more solid, and is therefore more 
readily expressed by means of the heavy, r1 ch resources of 
the modern piano. In considering this feature in Bach's 
• 
• 
genius, it should be remembered that all of his composi-
tions were influenced by the fact that his instrumental 
conceptions were largely in terms of the organ. All but 
a very small portion of his harpsichord music was in-
fluenced by this style. 
Bach brought technical figuration to a high pitch 
of perrection. It is or some interest to note that he was 
among tm rirs t to introduce the modern xre tho d of execution, 
by systematizing the use of the thumb and the position of 
the hani. 
The great. Concertos ror two, tbr ee and rour claviers 
with string orchestra are a monument to Bach's powers as a 
oontrapuntalist. The advantage of t:t~se works for two or 
more keyboards is that they can be played without tbe · ac-
companying strings, as music for two or more keyboards. 
They move along throughout--sometimes, as in the opening 
of tre D-Minor Concerto for three keyboards, in unison with 
the strings; some times exch.angi ng the material between the 
keyboards, or with the strings plucking a simple accompani-
ment; sometimes with the strings wholly silent, as in the 
slow movement of the C-Major Concerto for two claviers • 
One important aspect of the eighteenth century is 
that or technique. The technique of the polyphonic style, 
as applied to the harpsichord, clavichord and pianoforte 
may be divided into three periods: 
1) that of Frescobaldi, perfected in Bach; 
• 
~ . 
.. 
• 
2) the style of Pasquini, extended by Haydn and 
adopted by Clementi; 
3) the "modern" style, imitated by Clementi, 
combining polyphonic with modem pianoforte style. 
The style of composition of Ca~l Philip Emanuel Bach 
broke away from the fugal style of his father. In his fast 
movements the prevailing Italian fashion is noticeable, as 
it is also in his technique. In tm introduction to the 
Versuch ueber die wahre Art das Clavier ~ spielen (Essay 
on the True Art of Clavier Playing) (1?62), C.P.E. Bach 
says: 
The taste today has brought into vogue a style of 
harmony quite different from that fonnerly in use • 
••• Graces are indispensable, but if ill-chosen they 
may do much harm. Bach's greatest son in this work 
contributed to the musical world something of far 
more than academic and musicological importance. 
This volume, coming as it does directly from the 
workshop of the practical musician--the text il-
lustrated with tables arrl masterly examples of its 
period. The 'homophonic' or 'galant' style, 
stressing a more purely harmonic method, was parti-
cularly developed by him. And in this C.P.E. Bach 
became the model for his immediate successors Haydn 
and Mozart, who said "He is the father, we are the 
children." 
The model of Mozart's technique is contained in 
his own words: "Above all things a player should possess 
a quiet, steady hand, the natural lightness, smoothness 
and gliding rapidity of which is so developed that the 
passages flow like oil." The technique of Mozart's con-
certs for two and three pianos (like his other concertos) 
belor.g to the past age and it is this fact that ba.s pro-
bably caused their disuse for a time. But its manifold 
artistic beauty has recently caused a desirable revival 
for the triumph of art over technical display. The ad-
vances on those of the .r.s. Bach period consist in: 
1) the individuality of the solo parts; 
2) the orchestral accompaniment, which by means of 
instrumental co louring and thematic development 
of ideas, adds to the interest of the whole 
composition; 
3) unity of the whole; and 
4) the evolution of the modern Concerto fo~. 
In his Sonatas for one piano four hands as well as for two 
keyboards, Mozart enlarged tbe scope and development of the 
three sections of the typica l 1st movement and also greatly 
improved the slow movements and finales. He was very much 
influenced by Italian models and by his own devotion to 
violin and chamber music. The result of this was: 
1) a more melodious style; 
2) the cultivation of a more fluent and more highly 
phrased and punctuated style. 
Modern piano technique may be regarded as being 
initiated by Carl Philip Emanuel Bach and placed on a firm 
foundation by Clementi. The latter presents rmny similari-
ties to C. P .E. Bach, but is bolder, fuller and more sonorous 
in style than the above mentioned. Clementi wrote almost 
entirely for the piano and the filling, modem effect of the 
Alberti bass is often presented in his works. 
• 
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The piano was yet in its infancy, and previous works 
had been inscribed as "For Pianoforte or Harpsichord," so 
that Element! was the "father of the pianoforte" in a double 
sense: 
1) as a founder of its technique; and 
2) as the fimt to write for 1 t in a real piano style. 
With Beethoven the technique is 'that of Clementi at 
first, strongly influenced by his analytical style of thematic 
figurations, in which chordal or scale passages are broken 
up and, passing through various keys, appear again in a new 
guise. Beethoven's technique was his own therefore, and, 
though it has been imitated, it has never been equalled in 
its own way, because of its psychological character. The 
language of the orchestra also plays a strong part in his 
technique, especially in the slow movements. 
What have been described as the three styles of 
Beethoven are exemplified in: 
1) the Haydn and Mozart period; 
2) opus 21 to opus 100, in which the real Beethoven 
comes to the front; 
3) opus 101 to opus 135, the reflective and mystical 
period, in which Beethoven, wi thdrawi~ within 
himself, becomes subjective ani mysterious--
romantic. 
Most of Beethoven's compositions for piano duet date 
from the first, period and are simple and light-hearted in 
their stru cture. 
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Schubert was very fond of duet playing ani put 
much of his best work into that form. As a rule, his 
technique would seem to consist of firm chard work, 
cantabile melodies and variation figures combined with 
both. As regards the development of thetheme, Schubert 
usually takes it as a whole and treats in variation form, 
either varying the form of the melody or the harmonies, 
presenting the harmony alone in various aspects, or keeping 
the bass and altering the melody or the hannony, or both. 
A favorite method was to put the theme in the bass. Des._ 
pite many entrancing melodies and modulations, one cannot 
overlook the fact that most of the movements bB.ve a 11 patc~y" 
effect, owing to systematic lack of development and un~qual 
technical figuration. Schubert's place in pianoforte music 
is that of a supporter of the Romantic movement, which al-
ready had been stimulated by his contemporary, Weber. While 
Weber advanced the bravura and dramatic elements, Schubert 
developed the lyric, song-like structure, which was later 
utilized by Mendelssohn, Chopin, Schumann, and many others. 
Also, by means of his charming modern modulations, he did 
much for modern music, and modern harmony especially. 
Comparatively untrained as a composer, Schubert 
made up for weakness in powers of development by his un-
ceasing stream of melody, especially evident in his numerous 
compositions for piano duet. 
Schumann added harmonic richness and polyphonic 
interest to the duet literature. One notes also the in-
• 
• 
creasing interest in young people shown in the charming, 
yet easy pieces written for them. The influence of 
Schumann on style in pianoforte compositions has probably 
been more far-reaching than that of any other composer 
since the time of Beethoven. 
The key to Schumann's st,yle is to be found in his 
cultivation of the mystic element in life. Two obstacles 
stood in the way of perfect recognition of his music: 
1) 
2) 
the employment of polyphony (an extenstion of the 
tradition of Bach), with its ever-tangling web of 
various parts; and 
obscured rhythmical effects. 
Schumann himself said: 11 ••• only study Bach thoroughly and 
the most complicated of my work will seem clear." The persil!-
tent cross rhythm effects do not come directly from Bach 
however, although they are the outgrowth of his style. 
These were used to exhaustion by Brahms, who modelled much 
of his style upon Schumann. The principal musical virtue 
of Schumann employed in his works for piano duet, as well 
as in his works for two pianos, was his modern feeling for 
harmony in all its rich and varied colouring. For him, 
harmonic feeling comes first, polyphonic effects next and 
pianistic technique last. 
It is true that he falls short of unity of form in 
his larger works (e.g., variations for two pianos). He 
inclines toward the creation of small phrases, occasionally 
to a complex weaving of the parts, and to rhythm colored by 
• 
a certain melancholy. His technique is also sometimes 
diff'icult w11hout being correspondingly ef'fective. 
Perhaps the most distinguished f'eature of Brahms 
as a composer is his power of structural development--
the proper organization of' all the themes, by means of' t~ 
various technical devices, and their artistic presentation. 
Brahms' technique seems to have been derived mostly 
f'rom Clementi with his primitive, bare and direct success-
ions of' thirds, sixths and octaves, but the massed chords 
and cross-rhythms are principally from Schumann. 
However, apart f'rom the peculiarities of technique 
and the masterly architectural ability, Brahms' music will 
live, because it reaches tm depths of' what is noble and 
enduring in human sentiment. Grandeur, sublimity and ear-
nestness of purpose will continue to be the anchor of very 
much that is best or really classic in pianoforte music. 
Up to that time, the duo-pianistic evolution had 
been surveyed collectively in its two most important as-
pects which were those of composition "for" and of per-
f'ormance "in'' the medium. The f'act that composer and per-
f'ormer in many cases were identical, encouraged this pro-
cedure as the most logical course to fbllow. From the 
beginning of the nineteenth century, however, an intensive 
cultivation of two-piano playing as a specialized ensemble 
art became noticeable. It soon developed into a full-grown 
concert activity, causing its specific applications and 
• 
• 
problems, and evoking an appeal ani reaction all of its 
own. 
In previous chapters, it was found advisable, if 
not compelling, to devote considerable attention to the 
earlier masters of two-keyboard and keyboard-duet composi-
tions. The purpose of such detailed investigation was to 
trace properly the amount of their interest in this mode 
of creative expression. It is a composer's contribution 
to any given medium tha. t reflects the general interest in 
that idiom among musicians and audiences of his time. 
Wba. tever amount of acclaim pe rf'ormers may a chi eve, wha. tever 
degree of enthusiasm is aroused in the listeners, they are 
always ephemeral manifestations, having but little import 
on the mxt generation. The written composition, however, 
carries a living tradition into the future ani functions 
as the most important document in the kaleidoscope of 
musical histary. 
.. 
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